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THE CULTURAL WORK OF OLGA BENCH: CONDUCTOR,
MUSICOLOGIST, PROFESSOR, PUBLIC FIGURE

Iryna Bermes

DSc in Art Studies, Professor,

ORCID: 0000-0001-5752-9878, irunabermes@ukr.net,
Ivan Franko Drohobych State Pedagogical University,
24, Ivana Franka St., Drohobych, 82100, Ukraine

For citations:
Bermes, I. (2022). Olga Bench’s Cultural and Creative Work. Culture and Arts in the Modern World, 23,
8-18. https://doi.org/10.31866/2410-1915.23.2022.260736.

The purpose of the article is to reveal the main stages of the life and work of the famous
Ukrainian cultural figure, musicologist, conductor, teacher, diplomat Olga Bench. The research
methodology includes biographical, systematic, interviewing methods, which made it possible to
highlight the versatile activities of a person who is concerned about national culture, education,
and the image of Ukraine in the world. The scientific novelty of the article lies in the fact that
for the first time the life and work of Olga Bench is revealed in today’s realities. The materials of
the study of professional, scientific, pedagogical, creative, administrative activities of O. Bench,
which form a cultural aura of positive ideals important for the current situation in the Ukrainian
society, have been introduced into scientific circulation. Conclusions. The determining factor
in the formation of O. Bench’s personality was family upbringing and traditions based on deep
national principles, musical environment, a number of talented teachers. A spiritually rich world
and high national consciousness, active citizenship have become the foundation of personal
development and creative realisation in the musical, educational, diplomatic, and administrative
spheres. The life and work of Olga Bench is an example of serving the national culture, which is
inextricably linked with educational and cultural processes in the modern Ukrainian area, the
formation of a positive image of Ukraine in the world.

Keywords: Olga Bench; life and work; cultural figure; diplomat; conductor

Introduction

As a creator of the cultural environment, a person is also a bearer of certain nation-
al traditions, especially when referring to a creative person. It is well known that the
study of the life and work of cultural figures is a necessary component of studying the
spiritual life of society.

Olga Bench stands out among Ukrainian figures whose work led to the rise of na-
tional culture. Her activities were most clearly manifested during the period of Ukraine’s
independence, which led to the rise of spiritual and artistic culture. The country’s in-

© Iryna Bermes, 2022 The article was received by the editorial office: 12.01.2022
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tellectual elite and artists were inspired by the idea of national identity, which arose
at that historical moment, and were looking for their own way to contribute to the de-
velopment of Ukrainian cultural life. Having sufficient life and pedagogical experience,
a creative and emotional resource, O. Bench became actively involved in this work. Her
initiatives are marked by high civic, moral, and aesthetic dimensions.

Recent research and publications analysis. It should be noted that not much has
been written about O. Bench. Basically, there is some information in the Encyclopedia of
Modern Ukraine (author L. Kyianovska) (2003), the Encyclopedia Britishpedia. Osobnosti
Ceskej a Slovenskej republiky (2018, 2019, 2020), Musicological portal, the bibliographic
index of Musical Ternopil region (compiled by V. Myskiv et al.) (2008); the work “Gender
features of the diplomatic service in Ukraine and the world” (Zakharova & Martseni-
uk, 2015); the article by H. Kryshtal (2018) “There was a report on Lemko culture in
Canada”, published in the Ukrainian newspaper Svoboda (11/06/2018) and the article
by A. Kissova, A. Smihulova “Bravo pani konzulka”, published in the journal Presovsky
Vecernik (9/09/2011), Scientific elite of Ukraine (2020); the review by O. Kozarenko (2004)
“The phenomenon of one fate” (about Olga Bench’s new book Pavio Muravskyi. The phe-
nomenon of one life, and the interview with N. Bilotserkivets, published in the journal
Ukrainian culture. The breadth of O. Bench’s scientific, creative, and administrative in-
terests and the implementation of many successful ideas escaped the attention of sci-
entists. So, this became the author’s motivation to collect and analyse the information
about the modern Ukrainian figure.

Purpose of the article

The purpose of the article is to reveal the main stages of the life and work of the
famous Ukrainian cultural figure, musicologist, conductor, teacher, diplomat Olga
Bench. For the first time the life and work of Olga Bench is revealed in today’s realities.
0. Bench is an extraordinary person. With her life, ability to work, interest and convic-
tion, she defends her principles, gives courageous assessments of the modern, difficult
socio-cultural circumstances, and is sensitive to the problematic issues of Ukrainian
culture and education. Through her professional, scientific, pedagogical, creative, and
administrative work, O. Bench forms a cultural aura of positive ideals that are impor-
tant for the current situation in Ukrainian society.

Main research material

Olga Bench is a professor, conductor, musicologist, diplomat, Honoured Artist of
Ukraine, People’s Artist of Ukraine, Deputy Minister of Culture and Arts of Ukraine
(2005-2010), Consul General of Ukraine in Presov, Slovak Republic (2010-2015), Pro-
fessor of the Catholic University in Ruzomberok (Slovak Republic), Rector at the Kyiv
Academy of Arts, member of the National Union of Composers of Ukraine, cultural
and public figure, expert of Ukraine Speaks TV show. She is a laureate of the M. Lysen-
ko Award, the National All-Ukrainian Music Union Award, the All-Ukrainian Award
“Woman of the Third Millennium” in the nomination Rating, the Pride of Truskavets
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Award in the nomination Ambassador of Truskavets — 2017, awarded the order of
St. Nicholas the Wonderworker 3¢ degree, Queen Anna Yaroslavna, numerous diplo-
mas, and prizes.

It should be noted that Olga Bench is concerned about the development of culture
as a national phenomenon, a carrier of national, ethnic, regional features; the nation-
al characteristics of art education as one of the important means of developing and
forming a harmonious personality. O. Bench pays attention to the cultural and political
situation in Ukraine, those segments of cultural life where political influence would be
appropriate and meet the interests of society. She always responds to current topics of
public life with deep reflections that arouse interest not only in the scientific commu-
nity but also in the general public. As a person devoted to the issues of the historical
and cultural heritage of Ukraine, she carefully preserves the artefacts of Lemko culture,
because she is a representative of this sub-ethnic group.

Olga Bench was born in the Ternopil region, in the picturesque village of Hutysko,
Berezhanskyi district, where her parents and the entire Bench family were deported
from the village of Vilka in the Lemko region (now Poland) after World War II in 1945.
Here, in the village, where the evicted dynasties of prominent Lemko carvers — Ory-
syk, Odrekhivskyi, Sukhorskyi, Berdal, Bench, Mykhailyshyn, Stetsiak, Iliash, Dolynskyi,
etc. — lived, she learned the “secrets” of the creative work of the masters, which were
reflected in the unique works of their hands. Beautiful nature, picturesque landscapes,
Lemko songs and characteristic dialects are the particular ethnic environment that was
formed not only by her parents but also by her fellow villagers. O. Bench inherited from
them examples of the original colourful traditional Lemko culture: “The roots of the
spiritual progress of each person are laid in childhood when memory clearly captures
the whole world around us, in which the worldview and world experience of all things
are formed. Therefore, these first later become one of the main factors in the formation
of values of the individual” (Saint-Exupéry, 2003, p. 35)

The world of the mentality of the big Bench family, in which O. Bench was the
youngest, was distinguished by high spirituality, education, love, sincerity, and respect.
Family upbringing, in which, according to M. Stelmakhovych (1993), the leading role
belongs to “parents and native (mother) tongue” (p. 15), their respect for folk traditions
and customs was transferred to O. Bench and aroused love for them, most of all for
the songs. The Lemko songs performed by her parents and fellow villagers, heard and
recorded in her childhood memory, captivated the girl, she willingly sang them, de-
veloping her musical talent. It was under these circumstances that Olga Bench’s main
socio-cultural guidelines were laid down: she learnt Ukrainian cultural traditions from
her environment.

Since her father was a well-known carver, a graduate of the Rymanow School of
woodcarving, founded by the countess A. Potocka, and dreamed of having favourable
conditions for doing what he loved, the family decided to move to the resort town of
Truskavets. Here O. Bench graduated from secondary and music schools and entered
the Drohobych State Music School (choral conducting department). This education-
al institution was a “forge” of professional music training; the institution where the
“spirit” of high art always prevailed, there was an active creative life, and students were
involved in many performing groups not only acquiring practical skills and abilities but
also improving them.
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0. Bench immediately joined the work, worked hard on herself. In addition, she
studied in the class of well-known conductors-teachers V. A. Hushchak (conducting)
and O. I. Tsyhylyk (choral class). “Perseverance, diligence in learning, the ability to set
goals and achieve the desired result immediately distinguished a capable student from
others” (Bermes, 2021, p. 107). Noticing O. Bench’s talent and great desire to learn the
“basics” of conducting art, teachers set increasingly complex artistic and technical
tasks for her, and expanded her repertoire palette. There is reason to believe that the
hard work of the student and her mentors, who had good understanding of the meth-
odology and a pedagogical talent, brought positive results. O. Bench recalls the Dro-
hobych period with gratitude: “These were the happiest years of study, teachers were
creative and inspired, devoted to their vocation, everything was real, natural and deeply
human!” (O. Bench, personal communication, 2020).

After 4 years, O. Bench acquired a thorough knowledge, skills and abilities, gradu-
ated from the school with honours and received a recommendation for the admission to
the Mykola Lysenko Lviv National Music Academy. Having successfully passed the en-
trance exams, O. Bench became a student of the conducting faculty. In the 70s, masters
of musical art, famous musicians and teachers worked in this institution: the founder of
the Lviv conducting school M. Kolessa, his students Yu. Lutsiv, M. Antkiv, Ye. Vakhniak,
1. Nebozhynskyi, B. Zavoiskyi, O. Sotnychuk, L. Bober and others, who gave the high-
est training to talented young people. O. Bench was assigned to the class of professor
Yu. Lutsiv, one of the most prominent representatives of the Kolessa school.

“Professor Yu. Lutsiv demanded that students understand the essence of music as
a living intonation process, and not as a fixed structure. For the professor, the tech-
nique of conducting was a means of embodying the content of music... Yu. Lutsiv nev-
er honed the technique in isolation from the music, the student did it independently,
when comprehended the figurative concept of the work. Yu. Lutsiv focused on the logic
of imaginative development of the composition, a clear distribution of its emotional
peaks” (O. Bench, personal communication, 2020).

At the time of O.Bench’s studies, musicians-teachers of high spiritual culture
Ye. Kozak, A. Kos-Anatolskyi, V. Flys, L. Yarosevych, T. Konovart, and others taught at
the conducting faculty, they skilfully passed on their thorough knowledge to students.
Communication with these people enriched the inner world of the gifted student, and
contributed to her proper professional development.

During her studies at the conservatory, she maintained close relations with fa-
mous Lviv artists: People’s Artist of Ukraine, Professor M. Ya. Baiko and her husband,
the outstanding sculptor V. P. Odrekhivskyi. In this creative family, where the values
of kindness and beauty prevailed, the continuity of the traditions of Lemko culture
was preserved, where it was possible to hold conversations on forbidden topics, the
“Ukrainian soul” and the character of O. Bench were strengthened.

The formation of the professional career of the activist falls on the beginning of the
1980s. The individual and personal worldview was formed in the process of pedagogical
work at the departments of orchestral conducting and folk instruments of the Kharkiv
Institute of Culture. This is where O.Bench’s professional development took place,
where she managed to declare her high creative potential as a teacher and conductor.

However, her perseverance and firmness of purpose, the inexhaustible artistic en-
thusiasm pushed her to search for new phases in professional growth. She entered the
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assistantship-internship at the P. Tchaikovsky Kyiv State Conservatory in the class of
L. Venedyktov. An outstanding master interpreter, choral conductor, a person of high
general and musical culture, Professor L. Venedyktov “... never imposed his will., ...al-
ways gave a wise advice” (Malyshko, 2006, p. 32). He constantly emphasised: “the diffi-
culty of choir work lies precisely in the fact that it is necessary to tune human souls, and
not the strings of instruments” (Stepanchenko, 1994, p. 10). Bench’s internship with
a well-known artist gave her professional maturity, introduced new creative and meth-
odological segments into the individual conducting style, demonstrated the rise of ar-
tistic potential. However, this was not enough for O. Bench, her curious nature sought
to “support practical skills with solid theoretical knowledge” (Bermes, 2021, p. 108).

The desire to theoretically generalise her ideas prompted O. Bench to proceed with
postgraduate studies at the Department of Music Theory of the Kyiv Conservatory. It is
worth noting that the foundation of future scientific work was laid in the Lviv Conserv-
atory by successful reports at all-Ukrainian scientific conferences (Odesa, Kyiv). During
her postgraduate studies, she won 2" place at the All-Union Scientific Conference in
Kazan (Tatarstan), which was chaired by M. Tarakanov.

She wrote her dissertation on “Choral Culture of Ukrainians in the Aspect of Per-
forming Folklore” under the supervision of professors O. Murzina and N. Horiukhina,
successfully defended it in 1990, receiving the PhD degree in Art Studies. Since then,
she has been engaged in scientific work, she wrote more than 100 articles, the subject
of which impresses with the breadth of interests and awareness in the field of music
and culture.

Success in the scientific and conducting spheres, communication with well-known
scientists and musicians expanded the intellectual and creative horizons of O. Bench,
and at the same time stimulated her to reach new heights. And this became an impor-
tant factor for the invitation to work at the Kyiv Conservatory. Olga Bench went from
being a teacher to a professor, taught conducting, and lecture courses, worked with the
student choir side by side with P. Muravskyi.

Having sufficient potential, O. Bench successfully combines pedagogical activities
with scientific and performing ones. An important step in the creative realization of the
conductor was the founding of the chamber choir “Ukrainian Singing” in the early 90’s.
The group presented and popularised the best examples of national choral literature
in Ukraine and abroad. Bench together with this choir implemented a number of art
projects: they did voice-over for the feature documentaries Journey to the lost past and
Hustynia, prepare two author’s concert programmes. Under the direction of O. Bench,
I. Sonevytskyi’s “Prayer songs” were performed by People’s Artist of Ukraine M. Baiko
and the National Orchestra of Organ and Chamber Music of Ukraine; V. Kaminskyi’s
oratorio “Go. Cry. I’'m calling...” for the soloists, reader, mixed choir and orchestra using
Metropolitan Andrii Sheptytskyi’s texts in a poetic adaptation by I. Kalynets, voiced by
the choir and orchestra of the National Music Academy of Ukraine. In these composi-
tions, O. Bench fully revealed the artistic potential of music, encrypted in the author’s
texts. And the choral interpretations reflected the semantic significance of the present-
ed works.

O. Bench-scientist revealed the issues of the development of Ukrainian musical
culture, musical performance, ethnomusicology, folklore studies, dialectology, musical
biographical studies in numerous publications. 2002 became the most fruitful year, two
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fundamental scientific works were published: the manual “Ukrainian choral singing.
Updating the custom tradition” and the monograph “Pavlo Muravskyi: the phenome-
non of one life”. In the first, the author focuses on “the need to preserve historical and
folklore traditions and traditions of national choral singing against the background of
comprehensive globalisation” (Mahalis, 2018, p. 193), in the second — for the first time
during the maestro’s lifetime reveals the life and work of an outstanding Ukrainian
choral conductor, whose life is “a manifestation of the height of the human spirit, and
his creative work is an organic part of the centuries — old tradition of Ukrainian choral
singing” (Bench, 2002, p. 5).

An important stage in the creative biography of O. Bench was her work in the music
editorial offices of Ukrainian Radio and Television, Radio Liberty, where for many years
she was the author and host of the programmes: Choral singing of Ukrainians, Family,
Let’s not shy away — let’s confess, Saturday meetings; the TV project Sunny clarinets,
which task was to popularise folk talents of different regions of Ukraine. Their genre
and thematic range are impressive, which encouraged listeners to treat the national as
an eternal and fruitful source of creativity, directed them to national self-awareness
and the search for spiritual foundations. These radio and TV programmes demonstrat-
ed the general and musical erudition of the author, the desire to share her views for
educational purposes. They had a wide audience because they met its needs.

The acquired life, pedagogical and creative experience allowed Olga Bench to be-
come an expert of programmes initiated by charitable foundations. So, in the 90s, she
became a member of the competition commission, an expert of the programme “Trans-
formation of humanitarian education in Ukraine” of the International Renaissance
Foundation and the Ministry of Education of Ukraine. The main aim of the programme
was to support the humanisation of the educational industry through the development
and implementation of textbooks and manuals focused on the values of Ukrainian and
World Culture.

The significant achievements in the field of culture, conscious civic and active life
positions, leadership qualities of the activist were noticed, and in 2005 by the decree of
the President of Ukraine V. Yushchenko, O. Bench was appointed to the post of Deputy
Minister of Culture and Arts of Ukraine. Olha Bench’s responsibilities included issues
related to music, theatre and fine arts, library and museum affairs. She also dealt with
the issues of unique historical and cultural monuments, highly professional art groups,
talented folk artists, as well as museums and theatres, in particular their financial sup-
port. It was not an easy job, O. Bench had to solve various problems, and each time she
tried to listen, help, and make the right decision. Despite the workload, irregular work-
ing hours, administrative work brought pleasure, because she managed to implement
a number of initiatives, support creative teams, and focus on priority areas of develop-
ment in various spheres of culture, etc. “Six years of work in the civil service, combined
with pedagogical work at the Tchaikovsky National Music Academy of Ukraine, only
added the experience that allowed her to fully use the intellectual potential” (Bermes,
2021, p. 110).

0. Bench’s numerous duties (socio-administrative, pedagogical) did not distract
her from creative and scientific research. All this, combined with her ability to set high
standards for herself and surrounding people, brought fruitful results that were noticed
and appreciated. Thus, in 2010, by order of the Ministry of Foreign Affairs, she was
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appointed Consul General of Ukraine in the city of Presov. Olha Bench was responsible
for the issues of Ukraine’s foreign policy, protection of its national interests, the rights
and interests of Ukrainian citizens and legal entities living in the Slovak Republic. “In
recent years, the information and propaganda work aimed at disseminating knowledge
about Ukraine has been the first and main priority in the work of the Consulate General
of Ukraine in Presov,” notes O. Bench (2020, p. 77).

Understanding that culture, as a tool for promoting Ukraine’s foreign policy inter-
ests, shapes its image in the international arena, the Consul General supports it with
a representation of cultural achievements. To this end, she organises artistic events to
support the positive image of Ukrainians, establish an intercultural dialogue. O. Bench
invites mobile Ukrainian performing groups (vocal and choral, instrumental, dance)
to Slovakia, which promote examples of national culture at a high level. The audience
liked their concert programmes, they “actualised the unique Ukrainian national cultur-
al product in the Slovak environment” (Bermes, 2021, p. 110).

At the initiative of the Consulate General, many cultural events were held, the
main ones being: the 200 anniversary of the birth of Taras Shevchenko with the open-
ing of a memorial plaque in the honour of the geniuses of Ukrainian and Slovak litera-
ture — Taras Shevchenko and P. J. Safarik at the University of Kosice; the celebration of
important state holidays — Independence Day, Constitution Day of Ukraine, etc.

As the head of the Consulate General of Ukraine in Presov she had a lot of re-
sponsibilities. This is close cooperation with Ukrainian educational, cultural and pub-
lic organisations of Eastern Slovakia, lectures, meetings with public officials and cul-
tural figures, etc. O. Bench maintained contacts with the staff of the Department of
Ukrainian language and literature at Pryashiv University, the Taras Shevchenko Joint
School-Gymnasium in Presov, and schools in Humenne and Jarabina. The Consul Gen-
eral’s attention was also focused on the activities of the Union of Ruthenian-Ukrainians,
the Association of Ukrainianists, and the Taras Shevchenko Scientific Society, the Un-
ion of Ukrainian Writers of Slovakia, the Centre of Ukrainian culture in Presov, which
carried out active cultural and educational work and with the help of which a number
of cultural and artistic projects with a dominant Ukrainian segment were implemented.

To disseminate knowledge about Ukraine and the Ukrainian people, their tradi-
tions, and rich cultural heritage, O. Bench hosted thematic programmes at the region-
al branch of Slovak television RTVS in Kosice, prepared articles for the Slovak print
media, and participated in the programmes of the Ukrainian editorial office of Slovak
radio. The activist’s duties also included meetings with school principals, village heads,
where Ukrainians studied and lived, who needed the attention, help and support of the
consulate.

In Slovakia, O. Bench’s range of research interests expanded, as she gained access
to archives and libraries, and was able to study and reveal Ukrainian-Slovak cultural
ties more deeply, including in a comparative aspect. Thus, the scientist carefully col-
lected many little-known facts, worked on the issue of “Taras Shevchenko and Slova-
kia”, in particular, such components: the relationship of T. Shevchenko and P. J. Safarik,
the first edition of “Kobzar” in 1876, which is stored in the funds of the Presov State
Scientific Library; the works of Slovak scientists M. Nevrli and M. Molnar are analysed;
the personal archive of the outstanding scholar of Ukrainian and Slavic studies, acad-
emician of the National Academy of Sciences of Ukraine M. Mushynka is characterised
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as a reflection of the active and fruitful long-term scientific activity of an extraordinary
person, etc.

For the recognition of Ukraine by the international community, highlighting its
place and role in Europe and the world, O. Bench gave lectures to students of the Uni-
versities of Presov and Kosice, the Academy of Arts in Bansk4 Bystrica, rethinking
the historical experience of nation-building, revealing the potential of material and
spiritual values of Ukrainians, spreading cultural artefacts. It should be noted that the
scientist made reports on current topics at scientific conferences, published articles in
the journals of these educational institutions. Thus, Slovaks gradually learned about
the diversity of the spiritual culture of Ukrainians — a determining factor in preserv-
ing their national identity. Thanks to the systematic and planned work of the Consul
General, it was possible to partially bridge the information gap and change the vector
of perception of Ukraine by Slovaks.

Anintegral element of innovative development of higher education is Internation-
al Cooperation, which enables universities to develop dynamically and integrate into
the European and global educational space. O. Bench managed to establish coopera-
tion between higher education institutions in Ukraine and Slovakia: Presov University,
P.]. Safarik Kosice University with Yu. Fedkovych Chernivtsi National University and
Kremenchuk National University; Presov University with Ternopil National Economic
University; Kosice Technical University with Lviv Polytechnic National University, etc.
Such processes have significantly intensified the work on student exchange and the
study of European educational experience.

Despite the fact that the range of services provided by the Consulate General of
Ukraine in Presov was quite wide (interaction, assistance, support for Ukrainian citi-
zens, in particular consular and legal protection, solving their problems, preparation of
documents, information and explanatory work, control and supervisory functions, etc.)
and many issues related to the observance of the rights and freedoms of Ukrainian citi-
zens were successfully resolved, still in 2014 The Ministry of Foreign Affairs of Ukraine,
optimizing a number of diplomatic institutions abroad, liquidated the consular office.

Five years as Consul General, close cooperation with Slovak statesmen and Ukrain-
ian community of Presov, appearances on various channels of Slovak television and ra-
dio, open lectures in higher education institutions, meetings with students of Ukrain-
ian schools, active participation in the cultural life of Slovaks and Ukrainians — this is
only a small part of the events in which O. Bench took part, always open to dialogue.

It should be emphasised that O. Bench never forgot about her Lemko roots, often
visited her father’s land, and dreamed of telling the general public about the beauty of
its nature and talented fellow countrymen. And she succeeded: the Slovak television
RTVS made in Poland, where her family lived for a long time until 1945, a short film “In
the Footsteps of Ancestors”, which tells the story of the Bench family, the art of Lemko
carvers.

As a diplomat, scientist, active cultural and public figure, O. Bench had a good rep-
utation in Slovakia. Her experience was in demand, and Olga Bench was invited to the
position of the professor at the Catholic University in Ruzomberok. Since 2014, Pro-
fessor O. Bench has been the guarantor of the direction of musical art of the faculty of
education in this institution of Higher Education. To this day, she continues to work in
Slovakia, introduce elements of Ukrainian methodology into the European experience
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of art education, while introducing segments of European education into the educa-
tional process of Ukrainian universities.

At the end of 2018, O. Bench headed the Municipal Institution of Higher Education
Kyiv Academy of Arts. Now it is the only one in Ukraine that implements the concept of
continuing art education in its activities, in particular, in the following links: school —
college — higher education. In recent years, the work of the art education institution
has been brought into the compliance with the requirements of the current legislation
in the educational, financial, and economic spheres. This made it possible to rename
the Kyiv children’s Academy of Arts to the Municipal Institution of Higher Education
Kyiv Academy of Arts, and to reorganise an inseparable unit — the M. Chemberzhi Kyiv
children’s Academy of Arts into a specialised art school (Lyceum), and so on. This unique
institution has a powerful scientific and pedagogical staff, well-known specialists in the
field of music, stage and fine arts, which aims to educate a spiritually rich person.

O. Bench is the guardian of artefacts of the Lemko culture, understands the value
of the historical memory of the people, in which cultural heritage she lives. She studies
the history and culture of the Lemkos, is fluent in the Lemko dialect, and knows many
Lemko folk songs. O.Bench assembled a collection of carvings of his father and folk
masters of the Lemko region — representatives of the Rymanow Art School of sculptur-
al and flat carving, which originated in Poland at the end of the 19" century.

She is recognised for her knowledge of the Lemko culture. That is why in the
summer of 2018, the Taras Shevchenko Canadian Scientific Society invited Professor
0. Bench to share her knowledge about the uniqueness of the Lemko culture. The sci-
entist presented reports that were distinguished by well-thought-out structural archi-
tectonics: “The phenomenon of Lemko culture through the prism of folk songs and
composers’ work” and “The traditions of sculptural and flat folk carvings” in Toronto
and Montreal. The lectures aroused the interest of Ukrainian scholars in Canada, and
the material offered to the students laid the foundation for a comprehensive under-
standing of the Lemko phenomenon.

O. Bench never forgets her native Hutysko (she is a welcome guest there — 1. B.),
and she often writes about it in her scientific research. After all, the bearers of the
“living” song and carving of the authentic Lemko tradition still live in Hutysko — the
representatives of the historical memory of the people, its genetic code.

She is organised, business-like, good-tempered, and responsible. A sharp mind is
harmoniously combined with a soft character, subtle emotionality. O. Bench’s achieve-
ments are the result of hard work and perseverance, motivated by a strong desire to
serve the native people, to demonstrate the deep ties between Ukrainian and world cul-
tures. Creative and intellectual potential, talent, and hard work gave impetus to rapid
growth, inspiration in music, science, administrative and diplomatic activities.

Conclusions
The determining factor in the formation of O.Bench’s personality was family
upbringing and traditions based on deep national principles, musical environment,

a number of talented teachers, who taught the future cultural figure. A spiritually rich
world and high national consciousness, active citizenship have become the foundation
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of personal development and creative realisation in the musical, educational, diplo-
matic, and administrative spheres. Olga Bench’s successful cultural activity is inextri-
cably linked with educational and cultural processes in the modern Ukrainian area, the
formation of a positive image of Ukraine in the world.
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Meta cTaTTi — pO3KPUTM TOJOBHI eTamM KUTTS Ta OiSVIbBHOCTI BiZOMOI yKpaiHCbKOI
KyJAbTYpHOI [JislUKM, MYy3MKO3HaBMIli, OMPUTeHTKM, meparora, gumiomMarku Onbru benu.
BukopucTaHo Taki MeTonu SOCTiKeHHS: 6iorpadiunmii, cucTeMHMit, iHTEPB’IOBaHHS, IO JaIN
MOJ/IMBICTb YBUPA3HUTY Pi3HOOIUHY AisUTbHICTD JIOAMHM, sSIKa BOOJTIBAa€E 3a CTaH HAI[iOHATbHOI
KyJIbTYPU Ta OCBiTH, iMiIK Ykpainu y cBiti. HaykoBa HoBM3Ha. OpUTiHAIBHICTb POGOTY MOJISITAE
B TOMY, IO BIleplle PO3KPUTO >XKUTTeBUI i TBopumii muisix O.BeHu y peaiisgx CbOTrOIeHHS.
B HaykoBmii 06ir BBemeHO MaTepianu HOCTiKeHHs MpodeciiiHoi, HayKoBoi, megaroriuHoi,
TBOpUOi, agMiHicTpaTuBHOI AisuibHOCTI O.BeHu, mo dopMye KylIbTypHY aypy MO3UTUBHUX
imeaniB, BAKIMBYX IJIS1 Cy4aCHOI CUTYyallil B yKpaiHCbKOMY colliymi. BucHOBKM. BusHayanbHUMM
yMHHUKaAMU GopMyBaHHS ocobuctocti O. BeHUY cranmu poguMHHE BUXOBAHHS Ta Tpanuilii, 1o
IPYHTYBAINCS Ha ITIMOMHHNX HAaLliOHATBHMX 3acafjaX, My3MUHe CepeIoBUIIE, TPOHO TATAHOBUTUX
MeJIaroriB, y SIKMX HaBuajacsl MaiOyTHS KylabTypHA Hisuka. [lyxoBHO GaraTuii CBiT i BucCOKa
HaI[iOHaJIbHA CBiIOMICTh, aKTMBHA IPOMA/ISTHChKA MO3UILisI CTaau QyHAAMEHTOM OCOBUCTiICHOTO
PO3BUTKY i TBOpUYOl peanisainii B My3WMYHO-OCBiTHiii, AMIIZIOMATMYHili, aJMiHiCTpaTMBHIiN
napuHax. Xutta Ta pissbHicTb O.BbeHu — mnpukiaan CIyXiHHS HaliOHaJbHIN KyJAbTYpi,
HEPO3PUBHO IOB’S13aHMIA 3 OCBITHIMM Ta KyJAbTYPHMMU MPOLieCaMM Y Cy4aCHOMY YKPaiHCbKOMY
apeaii, GOpMYyBaHHSIM MO3UTMUBHOIO iMiIKy YKpaiHu y cBiTi.

Kniouosi cnosa: Onbra beHY; XXKUTTEAiNMbHICTD; Ky/IbTYPHA [islUKa; IUIIJIOMATKa; AMPUTeHTKa
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The purpose of the article is to study the impact of the COVID-19 pandemic on
the organisation of leisure of Ukrainian youth. The research methodology is based
on a comprehensive analysis of the national system of actions to prevent the spread
of coronavirus infection, implemented by the Ukrainian government; analytical,
structural and logical, comparative methods that allowed us to consider the legal status,
educational and leisure activity of young people in Ukraine, international experience of
youth participation in social projects to counter the spread of COVID-19; the method
of theoretical generalisation, used to summarise the results; cultural approach, which
helped to identify factors of influence of national measures on the activities of cultural
and creative industries. Scientific novelty. In this study, we present three creative
initiatives of Ukrainian youth to organise their own leisure activities, which were
launched during the lockdown and created on the basis of the rich potential of national
cultural heritage and folk traditions. Conclusions. In response to the challenges of
the COVID-19 pandemic, the Ukrainian state has developed a system of measures to
prevent it. Despite a large number of places for leisure, sports, and creative activities
in Ukraine, lockdown restrictions and bans caused by COVID-19 led to their closure,
and young people focused on leisure at home, creative self-development, and self-
organisation of their free time. It is determined that the best international experience
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of youth activity in countering the challenges of the COVID-19 pandemic is realised
mainly in the social dimension. The young people of Ukraine do not stand aside from
the global challenges of our time, but initiate unique creative developments under
pandemic conditions. Ukrainian creative initiatives are presented, including the online
project #GlobalLesyaUkrainka2021 and the successful experience of self-organisation
of leisure activities by students of the Kyiv National University of Culture and Arts
(Challenge#Lovynamysto and Winter Magic Fest).

Keywords: COVID-19; youth leisure; Ukraine; creative projects, creative
industries

Introduction

With the rapid spread of the COVID-19 pandemic from the beginning of 2020 to
the present, the whole world is in a state of active turbulence. According to the
UN Secretary-General, the most global crisis since World War II has affected not only
the health sector on each continent but has also led to crises in education, culture,
and the economy (UNESCO, 2020). In particular, culture and education were perhaps
the first to feel the effects of the pandemic and face restrictions. The situation was
so unprecedented that no one had the opportunity to use the experience of their
predecessors to solve problems. However, even now, in difficult times for Ukraine, it
is worth remembering the fundamental importance of creativity in the life of socie-
ty — the preservation of culture as a means of informal interaction between people is
extremely important for psychological comfort.

This large-scale challenge led to the introduction of a set of anti-epidemiological
security measures, which, first of all, required saving lives both around the world and
in each country, encouraged the search for new communication tools and the tran-
sition to online leisure, taking into account national characteristics, motivational
needs and digital opportunities; required immediate action by state institutions and
radically influenced the reformatting of public consciousness, which was expressed in
the adaptation of humanity to a new way of life in the context of COVID-19.

Various pandemic restrictions have significantly affected all social groups, in-
cluding young people, who belong to one of the most vulnerable groups, suffering
from unemployment, lack of access to quality education, skills development, ethnic
and gender discrimination, social protection and more. These and many other fac-
tors motivate young people not to be spectators of crisis social processes, but to
act as stable and active agents and catalysts for change, for which COVID worked
as a real-world scenario for ingenuity, creativity, integration and more. Because of
this, the study of young people’s use of creative approaches to their own leisure is
relevant and requires an analysis of the best international and Ukrainian experience
in this sector.

This research aims to contribute to the scientific literature and practice of leisure
activities, complementing the understanding of the impact of the pandemic on youth
leisure management at the national (Ukrainian) level. The study is based on the pres-
entation, promotion and dissemination within Ukraine and abroad of creative forms
of leisure for Ukrainian youth during the quarantine of 2020-2021.
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Purpose of the article

The purpose of the article is to study the impact of the COVID-19 pandemic on
the organisation of leisure of Ukrainian youth. The research methodology is a com-
prehensive analysis of the national system of actions to prevent the spread of corona-
virus infection, implemented by the Ukrainian government, and their impact on the
activities of the cultural and creative industries; an overview of the international ex-
perience of youth participation in social projects to counter the spread of COVID-19;
a brief overview of the legal status, educational and leisure activities of young people
in Ukraine in the period before the lockdown in 2020; an analysis of changes in the
structure of youth leisure that occurred under the influence of the pandemic and ac-
quired new creative forms of self-development and creative expression. Based on in-
formation sources and personal experience of the authors in the higher education in-
stitution, two creative projects initiated by students of the Kyiv National University of
Culture and Arts to counteract the negative impact of the pandemic on the emotional
and psychological state of Ukrainian youth are described, and the information on one
of the largest and most creative flash mobs during the second wave of the pandemic
#GlobalLesyaUkrainka2021, where active participants were young people not only from
Ukraine but also from other countries, is provided.

Main research material

From the point of view of eyewitnesses of these events, we can state that the global
challenges caused by the pandemic led to the introduction in Ukraine in March 2020 of
strict quarantine (Verkhovna Rada of Ukraine, 2020), which was carried out in several
stages, until May. Lockdown caused the transition of the country’s residents to distance
learning and work, suspended the subway, urban and interurban transport, led to the
closure of physical spaces of leisure, culture, art, sports, catering and more. Mass cul-
tural, entertainment, sports and other events were banned. The Cabinet of Ministers
of Ukraine has envisaged five stages for the gradual exit from quarantine, which lasted
until 22 June 2020.

The first stage of easing quarantine restrictions, subject to anti-epidemic rules,
began only on 11 May 2020 and contributed to opening parks, recreation areas, mu-
seums, libraries, etc. (“Pomiakshennia karantynu v Ukraini”, 2020). The government’s
proposed adaptive quarantine measures have allowed restaurants to open summer ter-
races and playgrounds and takeaway cooking. Shopping and entertainment centres,
beauty salons, gyms, fitness centres, religious organizations have worked with restric-
tions on the number of visitors. And only in June, provided compliance with the rules of
social distancing (1 person per 5 square meters), temperature screening at the entrance
to the institution, chess placement of visitors (with a distance of 1.5 m between them)
could open cultural institutions (Holovnyi derzhavnyi sanitarnyi likar Ukrainy, 2020).

Resolution of the Cabinet of Ministers of Ukraine of 22.07.2020 N2641 (Cabinet of
Ministers of Ukraine, 2020a) established “green”, “yellow”, “orange”, and “red” levels
of the epidemic danger of COVID-19 spread in the regions of Ukraine. These levels
were also introduced throughout 2021, depending on the epidemic situation in certain
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administrative-territorial units or a particular region of Ukraine. The work of cultural
institutions was allowed in the “yellow” and “green” zones, provided that no more than
50% of the seats were filled. Mass cultural events in the “orange” zone could take place
with the participation of no more than 100 people. The strictest quarantine restrictions
were in place in the “red” zone, including the closure of entertainment and cultural
facilities.

The gradual resumption of the sectors of the creative industries, in particular:
the organization of concerts, theatre performances, exhibitions, film screenings, be-
came possible only in August 2020. However, there was a ban on discos, entertainment
venues (nightclubs), catering establishments at night, which has high demand among
young people.

On the eve of the Christmas and New Year holidays of 2021, quarantine restric-
tions were introduced on the conduct of festive events, workshops, public events in
entertainment venues and restaurants. To prevent a new wave of disease during the
New Year holidays and Christmas, from 8 to 24 January 2021, Ukraine is re-introducing
lockdown (Cabinet of Ministers of Ukraine, 2020b), which prohibits the operation of
theatres, shopping malls, cinemas, as leisure facilities, fitness clubs, swimming pools,
gyms, etc.

From 25 January and throughout 2021, the work of cultural institutions and cre-
ative industries is regulated by restrictive anti-epidemic measures of adaptive quar-
antine, which provide for compliance with the established requirements: occupan-
cy of cinemas, theatres up to 50%, the number of visitors to mass cultural/sporting
events not more than 20, the number of visitors to fitness centres / gyms — one per-
son per 20 square meters. m., at a distance of 1.5 meters, etc. (Cabinet of Ministers of
Ukraine, 2020b).

All regions of Ukraine entered the “green” level of epidemic security only on
17 June 2021. However, the Ukrainian government continued restrictive measures of
adaptive quarantine and are currently in force until 31 March 2022, subject to the rele-
vant epidemiological situation.

Thus, the Ukrainian state, responding to the challenges of the COVID-19 pan-
demic, gradually developed a system of national and regional measures to prevent and
spread it. At the same time, taking care of the population’s health, they did not propose
a program to overcome (alleviate) the effects of quarantine for cultural and creative
industries that did not provide tools to support them during this difficult period.

COVID-19 has been negatively affected by a significant number of public spheres
in Ukraine and worldwide, including the tourism industry, recreation and hospitality,
creative industries, i.e. those that provide more social interaction and physical location.

According to current Ukrainian legislation (Verkhovna Rada of Ukraine, 2010), cre-
ative industries are economic activities that add value to jobs through cultural (artistic)
and / or creative expression. Their products and services result from individual crea-
tivity. These include: visual, performing, audio, audiovisual art; design; literature and
publishing; new media and IT; architecture and urban planning; advertising, marketing
and PR; libraries, archives and museums; folk arts and crafts.

As mentioned above and prohibitions, the restrictions prevented the resumption
of full-fledged operation of cultural and creative industries, which lost in the first year
of quarantine about $3 billion in revenue (Vinokurov, 2020) and 300,000 jobs. Accord-
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ing to the study (Moroz & Obraztsova, 2021), in 2020 among the sectors of the creative
industry of Ukraine suffered the most film screenings (-70%), film and television dis-
tribution (-37%), publishing (-26% to —14%), museums (-26%), theatrical and concert
sphere (from -12% to —5%) (8). Losses in income and labour force push the culture and
creative industries to the level of 2010 (Ministry of Culture and Information Policy of
Ukraine, 2020, p. 2).

To draw the government’s attention to the problems caused by the pandemic in the
entertainment industry and the organization of mass events, on 12 May 2020, the Stop
Cultural Quarantine event took place in Ukraine (Kvitsinska, 2020). In more than 20 cit-
ies of Ukraine — Kyiv, Kharkiv, Lviv, Odesa, Chernihiv, Uzhgorod, Ternopil, Vinnytsia,
Cherkasy, Poltava, Uman, Rivne, Mariupol, Kamiansk, Kremenchuh, Drohobych, Vysh-
gorod, Stryi, the event was held under the slogan “If they don’t hear, they will see us”.
Hundreds of searchlights shone in the sky for several hours at well-known locations in
these cities. See Figures 1.

Figure 1. Promeni aktsii #stopkulturnyikarantyn [Rays of the #stopcultural quarantine action].
Kyiv. Ukraine. 12 May 2020. Photo (Sodel, 2020).

Such events demonstrate the national unity of citizens across the country with
common social and cultural interests, encouraging such actions to social activity, espe-
cially youth, and their implementation of individual and collective creative ideas and
solutions that could fill the existing leisure and information vacuum.

According to the UN, 16 % or 1.2 billion of the world’s population are young people
aged 15-24 (UNESCO, 2020). The catastrophic consequences of the COVID-19 corona-
virus pandemic have mobilized an active part of the youth community worldwide and
focused their attention on the development of socially demanded social projects.

Educational and outreach work in the fight against fakes and misinformation is
important in the new reality. For example, in South Africa, the Ndlovu Youth Choir,
winner of the 2019 America’s Got Talent project, prepared, performed and recorded
a musical composition with WHO advise on safety issues in the context of corona-
virus (Wickramanayake, 2020). Video compositions published on Twitter have been
supplemented and expanded by Dr Tedros Adhanom Ghebreyesus, WHQO’s Secretary-
General.
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In addition, representatives of youth organizations and young people gather on
online platforms use digital media to provide truthful information and advice that de-
bunk the widespread myth of the pandemic. Nelson Kwaje, a young man from South
Sudan, made it one of his missions by starting the #211CHECK digital youth community
and working under the hashtag #COVID19SS (Wickramanayake, 2020).

Inés Yabar from Peru helped create Makesense TV, a subscription-based service
that regularly provides people with accurate and useful information about COVID-19
(Wickramanayake, 2020), as well as a coronavirus inquiry page for vulnerable commu-
nities.

The project The World Association of Girl Guides and Girl Scouts is worth noting,
which develops and renews greenery in Beirut in Lebanon and surrounding areas. Its
goal is to create safe places for citizens to rest during the pandemic (World Health Or-
ganization, 2021).

The presented projects are examples of participation of enterprising youth from all
over the world in implementing measures to counter the spread of the pandemic, have
a social dimension and contribute to the personal development of young developers-
innovators. The WHO should establish and maintain contacts with gifted youth be-
cause “innovation is most valuable when it benefits everyone, especially the most vul-
nerable”, said Dr Tedros Adhanom Ghebreyesus, Director-General of the World Health
Organization (World Health Organization, 2021).

The National Youth Strategy until 2030 defines youth as an essential subject of
public policy, which has the right to independently determine its own goals and val-
ues, show initiative, and participate in the development of the state. As of 1 January
2020, about 10.6 million young people aged 14 to 35 lived in Ukraine (President of
Ukraine, 2021).

According to Report (Boiarko et al., 2019), Ukrainian youth is aware of the im-
portance of obtaining a complete higher education for further successful employ-
ment. Kvit et al. (2020) reported that as of November 2019 in Ukraine, there were
671 higher education institutions, which is 16 per 1 million population of Ukraine (15).
1,322.3 thousand higher education students study at universities, institutes and acad-
emies (24).

At the same time, according to the State Statistics Service of Ukraine (Karmazi-
na, 2018), there are 113 theatres, 76 concert organizations, 574 museums, 16.8 thou-
sand libraries, 17.1 thousand clubs in Ukraine (9); 1302 art (22) and 1281 children’s and
youth sports schools (28). Thus, we can assume that the number of leisure facilities in
Ukraine, as part of the creative industries, can meet the needs of modern youth.

We agree with Scraton and Watson (2016) that people most often use leisure for
the lifestyle they most seek, so Ukrainian youth leisure activities logically fit into and
are satisfied with the creative industries.

According to Haidai et al. (2017, p. 115), before the pandemic, Ukrainian youth pre-
ferred leisure among their life priorities, choosing to listen to music (77%), relax with
family (71%), meet with friends in public (61%), etc. Among the popular types of leisure
activities were also: watching movies (59%), playing sports (33%), reading books (23%),
video games (18%). 16% of young people were engaged in creative and artistic work
(playing musical instruments, writing poems, pottery, embroidery, graphic design, etc.)
as a form of leisure.
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In addition, Ukrainians spent a significant part of their free time on regular In-
ternet use (almost 22.9 million people, 71% of the country’s population), as evidenced
by 2019 data. Adolescents and young people aged 15 to 24 accounted for 15% of users,
and those aged 25-34 — 25% (Yatsenko, 2019, p. 9). The level of regular Internet us-
ers among pupils and students reached 97% (Nazarenko et al., 2020). The presented
data indicate a wide range of leisure interests of modern Ukrainian youth in the pre-
quarantine period.

The pandemic and forced quarantine have become a moral challenge for young
people and have demonstrated the importance of cultural and creative industries and
leisure in their lives. Closure of cinemas, clubs, discos, parks, sports complexes; the
transfer of music, book and film festivals, the cancellation of concerts became a kind of
“spring shock” and changed the structure of youth leisure, limiting it to home (private)
space. The level of communication and personal contacts has decreased significant-
ly, although the need for communication has not disappeared. In addition, in the first
months of quarantine, 45.9% of young people experienced stress due to uncertainty
and anxiety due to financial difficulties in the family, worries about the health of loved
ones, etc., another 30.5% were depressed (Ostrikova et al., 2020).

According to Nazarenko et al. (2020, p. 30), Ukrainian youth understands leisure
as a guarantee of mental health, a space for self-development; associates it with pos-
itive emotions; passive state to restore strength; socializing with friends/family. That
is everything that happens at home. Leisure is associated as a component of creative
activity, which is manifested through: hobbies, handicrafts, crafts; acquisition or im-
provement of skills; planned active recreation in public space (p. 31-32). That is, with
the form of self-expression, human self-development.

As in pre-quarantine times, the most popular activities for young people at home
in 2020 were the consumption of various content, such as: surfing the Internet (82%),
listening to music (67%), watching videos (55%). Leisure activities such as reading, re-
ceiving or visiting guests, classes in the gym were used by 28%, 20% and 19% of young
people, respectively (Nazarenko et al., 2020, pp. 24-25).

In response to young people’s requests for self-development and learning, the
Ministry of Digital Transformation of Ukraine in early 2020 launched the National On-
line Digital Literacy Platform “Action. Digital education”. The purpose of the platform
is to teach Ukrainians digital skills. Hence, educational series focusing on online safety
are offered to parents and children; for adults with basic digital skills — specialized,
in-depth courses, mastering new professions; for young people (schoolchildren and
students) — courses in media literacy, entrepreneurship, new digital professions. For
example, among the educational series for young people, we will name: “Media Literacy
in Pandemic Times”, “Digital Journalism”, “Financial Sensei”. “Artificial Intelligence for
Schoolchildren”, “Introduction: Digital Marketing for Schoolchildren and Students”,
“On Cyberbullying for Adolescents” courses etc., were offered to schoolchildren and
adolescents. The series “Digital Physical Education for schoolchildren with the partic-
ipation of sports stars” became popular (it included sports at home during quarantine)
(“Osvitni Serialy”, n.d.).

Training is conducted in the innovative format of the educational series: each
course offers series instead of lessons, seasons instead of levels. The educational ma-
terial is presented in dialogues between expert teachers and famous Ukrainian stars
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of culture, sports, art, youth idols, etc. Depending on the topic, the series offers 5 to
12 series and ends with final tests. After a positive evaluation, participants receive cer-
tificates of completion of the chosen course and acquire new digital literacy skills.

Forced transition to distance work or study, the need for constant use of messen-
gers, video communications for webinars, meetings, video conferences, increased con-
sumption of large amounts of information and cultural products on the Internet, the
emergence of applications for listening to music and watching movies and more. Thus,
according to the GlobalLogic study, the number of Ukrainian Internet users has signif-
icantly increased during the quarantine year, reaching almost 30 million in early 2021.
The number of Ukrainian users on social networks has also grown considerably: from
19 million in early 2020 to 26 million in 2021. The most popular social networks were
YouTube (96% of users), followed by Instagram (14 million users) and Facebook (16 mil-
lion) (Shtukaturova, 2021).

Traditionally, active recreation in nature is one of the favourite types of youth
leisure, so improving the epidemic situation has stimulated the organization of inde-
pendent travel in Ukraine (hiking, mountain routes, cycling). The holiday season in
August 2020 and the Christmas and New Year holidays of 2021 also tended to increase
foreign travel (Solonyna, 2021). However, among the problems that emerged during
the pandemic, in addition to anxiety and stress, it is worth mentioning the blurring of
the boundaries between work/study and leisure; irregular working hours (overtime),
emotional burnout.

Therefore, we agree with Nesterovich (2020) that mass events in public space will
become more restricted and controlled after the quarantine. Concerts, festivals, sports
events will be transformed, forced, together with theatres, cinemas, orchestras, to reor-
ganize activities following new challenges.

Yuri Lotman’s (n.d.) famous quote — “Culture begins with prohibitions” — per-
fectly illustrates the background that stimulated the emergence of creative ideas and
creative projects proposed during the pandemic in Ukraine.

Kyiv National University of Culture and Arts (KNUCA) is a leading institution of
higher education in Ukraine for training in culture and arts. During the forced quaran-
tine, university students developed and implemented interesting creative initiatives
and demonstrated their own talents and ideas in various creative artistic and cultural
projects described below.

In early May 2020, after almost two months of lockdown, members of the folk
ensemble Kralytsia, which operates at the Faculty of Music KNUCA, launched on the
social network Facebook All-Ukrainian challenge #Lovynamysto. The 2" and 3"-year
students shot a video showing the moment of “transfer” from one participant to an-
other — coral necklaces — traditional Ukrainian jewellery worn by women around their
necks. Upon receiving the necklace, the participants appear in traditional Ukrainian
attire. The Kyiv National University of Culture and Arts website states that the video
received more than 1,000,000 views and 16,000 shares (“#Lovynamysto: ponad”, 2020).
In a short time, students and young people from different Ukrainian regions joined the
challenge. Instagram channel #sho_tam (Sho_tam, 2020) called #Lovynamysto “the best
quarantine challenge in Ukraine”.

In early 2021, creative students of the Department of Fashion Business, Faculty
of Event Management, Fashion and Show Business Kyiv National University of Cul-
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ture and Arts initiated and conducted an interesting online project Winter Magic Fest,
demonstrating creativity and vision to create winter images. During the month, unique,
sometimes phantasmagoric images created in the categories “Fairytale Character” and
“Party Look” (“Winter Magic Fest”, 2021) were presented on social networks. Thus, in
the first category, the participants presented the heroes of their favourite movies and
fairy tales with the help of make-up and clothes. The participants presented the full
stylistic image for the New Year’s party in the second category. Also, in this block, it
was necessary to offer festive make-up and original hairstyles for the cover of a glossy
magazine. According to the jury, ten authors who presented the most original ideas of
winter make-up received New Year’s gifts from the Estel brand.

During the second wave of quarantine, Halyna Pylypenko, a researcher at the Lesia
Ukrainka Literary Memorial Museum, Novohrad-Volynskyi (2021), initiated the Inter-
national Online Flashmob #GlobalLesyaUkrainka2021 on Facebook. The flash mob was
organized to mark the 150th anniversary of the birth of the famous Ukrainian poet and
translator Lesya Ukrainka and to review the memorable places of her stay in Ukraine
and around the world.

Ukrainian universities, colleges, high school and junior high school students;
public, youth and children’s libraries; departments of the culture of rural and urban
communities; Ukrainians of all ages and social status actively participated in this
flash mob during 2021. Participants took photos or selfies, recorded videos reading
Lesya’s poetry near monuments, such as monuments, bas-reliefs, memorial plaques;
on the streets/squares/boulevards named after her. All photos and videos are posted
on Facebook with the hashtag # GlobalLesyaUkrainka2021. Indicators of coverage of
the message for the year amounted to 290,997, interaction with the post — 28,587; the
post received 2,300 shares. Residents of Ukraine, Georgia, Denmark, Hungary, Turkey,
Lithuania, the USA, the Czech Republic, Germany, Poland, Israel and other countries
took part in the flash mob (Lesia Ukrainka Literary Memorial Museum, Novohrad-
Volynskyi, 2022).

Conclusions

The COVID-19 pandemic has become an unexpected global challenge, creating un-
precedented solidarity, complicity, initiative, volunteerism, and partnership of people
around the world. A brief overview showed that the best international experience of
youth activities in response to the challenges of the COVID-19 pandemic is realized
mainly in the social dimension. In Ukraine, the rapid spread of SARS-CoV-2 has organ-
ized the population and demonstrated its ability to self-organize, jointly combat the
spread of the disease, and at the same time influenced the search for new creative ideas
of leisure by Ukrainian citizens of all ages, including young people.

As the realities and results of the study presented in this article have shown, cul-
ture and leisure have become the most vulnerable to the challenges of the pandemic.
Although Ukraine has an extensive network of cultural, leisure, sports, creative indus-
tries, bans and restrictions on their work have led to a significant dominance of those
leisure activities that are available at home: online communication, watching movies,
listening to music, reading, creative work, etc.
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The research focused on successful creative projects initiated by the Kyiv National
University of Culture and Arts students and supported by the public from different parts
of Ukraine. The presented experience shows that talented Ukrainian youth does not
stand aside from today’s global challenges but initiates unique creative developments
in a pandemic that promotes self-development, awareness of its role in state building,
ability to generate creative ideas and develop unique, innovative ideas projects.

The advantage of the presented successful leisure practices of Ukrainian youth,
including #GlobalLesyaUkrainka2021 online flashmob, #Lovynamysto, Winter Magic Fest
challenge, were developments taken from the rich potential of national cultural herit-
age, folk traditions, which due to modern digital technology, have become widespread
within the country and can be useful for global leisure organizers.

The New Year and Christmas holidays of the end of 2021 and the beginning of
2022 in Ukraine became mass and allowed citizens to communicate inside the country
and abroad actively. At present, it is challenging to predict the impact of new strains of
coronavirus on human life and health, so we should not forget about the possibility of
introducing new strict quarantine restrictions. Therefore, the proposed creative ideas
for leisure in Ukraine remain relevant and can serve as a good idea for implementation
in different parts of the world.
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Meta cratTti — gocnigutu BB nangemii COVID-19 Ha opraHisaliio g03Biisi MOMOLI
B VYKpaiHi. Meropmonoris [OCTiI)KeHHS 3acCHOBaHa Ha KOMIUIEKCHOMY aHamli3i cucreMu
3araJibHOZIEP)KaBHMX 3aXO[iB 3amobiraHHs Ta TOMMPEHHS KOpOHaBipycHOi iHbeKii,
BIIPOBA/IKEHUX YKPATHCHKUM YPSIIOM; aHATITUUHOMY, CTPYKTYPHO-JIOTIYHOMY Ta MOPiBHSJIBHO-
CIMiBCTaBHOMY MeTOHAaX, $IKi AO3BOJWIM TMPOBECTU OIS MPAaBOBOTO CTATyCy, OCBiTHBOI Ta
J03BI/JIEBOI aKTMBHOCTI MO0 B YKpaiHi, MbXKHAPOJHOTO IOCBiAY y4acTi MOJIOA1 Y COLiaTbHUX
npoekTax mpoTufiii nomwupeHHio COVID-19; meToni TeOpeTMUYHOrO Yy3arajJbHeHHS, IO
BUKOPUCTAHUI 1T MAOGUTTS MiACYMKiB; KyJIbTypOJOTIUYHOMY MiZXOfi, 3a JOTIOMOIOIO SIKOTO
BUSIBJIEHO UMHHUKY BIUIMBY 3aTrajJbHOMIEPKaBHMX 3aX0iB Ha [isVIbHICTh CEKTOPIB KYJIbTYPHOI Ta

31



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 ¢ ISSN 2616-423X (Online)

KpeaTUBHOI iHAyCTpiii. HaykoBa HOBM3HA. [Ipe3eHTOBaHO TPy KpeaTUBHI iHil[iaTUBM YKpaiHCbKO1
MOJIOZ IIOA0 OPTaHi3allii BIaCHOTO 103Bi/UIS, 1110 3a[104aTKOBaHi B yMOBaX IOKLAyHy Ta CTBOPEHI
Ha OCHOBi 6araToro MoTeHIliany HalliOHAIbHOI KYIbTYPHOI CHIAALIVHY Ta HAPOSHUX TPaIUIIiii.
BucHoBKU. VKpaiHCbKa AepikaBa, pearyouy Ha BUKIMKY angemii COVID-19, Bupo6uia cucremy
3axofiB oo ii 3arnobiranHs. I[Tonpy BeMnKy KinbKicTb 3aKaaliB JO3BiLIS, CIOPTY, KpeaTUBHUX
inmycTpiit B YKpaiHi, KapaHTMHHI 06MekeHHsI Ta 3a60poHu, cipuunHeHni COVID-19, npussenu
o iX 3aKpuUTTS, a MOJOAb 30Cepeluiacs Ha JO3BULIL BOOMa, KpeaTMBHOMY CaMOPO3BUTKY
Ta camMOOpraHisallii CBOro BiIBHOTO uacy. Bu3HaueHO, IO Kpamuii MiDKHaApOOHMIL OOCBIT,
MOJIOADKHOT aKTMBHOCTI mpotufii BukimkaMm mnaHgemii COVID-19 peanizyeTbcsi mepeBaskHO
y colianbHOMy BMMipi. YKpaiHCbKa MOJIOJb HE CTOITh OCTOPOHBb TITOOAJBHUX BUKIUKIB
CY4acHOCTI, a iHiIlitoe yHiKambHi TBOpPUi po3po6KM B yMOBax nmaHzaeMii. [IpefcTaBieHo yKpaiHChKi
TBOpUYI iHiLiaTVBM, cepen sIKMX oHIaiH-TIPoeKT #GlobalLesyaUkrainka2021 ta ycmimHuit 1OCBif,
caMoopraHisalii Jo3Bi/uIsg CTyLeHTCbKOI0 Mononaio KuiBcbKoro HalioHa/JbHOTO YHiBEPCUTETY
KynbTypu i muctents (Uenenmxk #JloBuuammcro and Winter Magic Fest).

Knwouosi cnosa: COVID-19; mosBimis mosnomi; YKpaiHa; KpeaTUBHi IPOEKTY, KpeaTUBHi
inmycrpii
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The purpose of the article is to analyse the peculiarities of the formation of the “Bolshevik
world” in the education and culture of the Kherson region. The current situation in Ukraine is
somewhat similar to the beginning of the 1920s when the “Bolshevik world” was formed, and
the population was instilled with a Soviet worldview. The scientific novelty consists of studying
artificially created cultural and educational paradigms in Ukraine as a phenomenon of humanistic
genocide by the Bolsheviks. The research methodology consists of applying the approaches of
cultural studies, pedagogy and history, and analytical, structural and problem-chronological
methods to find out the purpose of the Bolshevik educational policy in the formation of a new
cultural space. Conclusions. It is proved that after the seizure of power in Ukraine, the Russian
Bolshevik elite began to impose the “Bolshevik world”, spreading ideologically directed Russian-
language literature as a means of fighting for the masses. The author noted that the Russian
language was automatically transferred to the Ukrainian educational process, the main element
of which was the propaganda of communist ideals. The school basis was labour and social
education, collectivism, commune and herd thinking. The most critical in the political world
was assigned to institutions of higher education, admission to which was carried out on a social
basis. Culture should also serve to popularise and instil communist ideology. Art was defined
as a form of social Marxist-Leninist ideology in the interests of the proletariat’s class struggle
for communism. Almost all representatives of Soviet culture were tested entirely. Only works of
art that corresponded to Bolshevik dogmas were allowed, and political and ideological attitudes
measured their artistic value. The population had to read “ideologically correct” literature only,
not have their own opinion and work. Consequently, a certain “genetic” selection was made when
people of proletarian origin loyal to the Party were needed to govern the country. In the mass
consciousness, socialist culture promoted absolute faith in leaders and Communist dogmas.
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Introduction

Today our country received worldwide attention because of the military attack of
Russia. A cultural front is available to support the Ukrainian Armed Forces soldiers,
including cultural figures who have joined the volunteer activities and the ranks of
territorial defence, artists who hold meetings, concerts, promotions, and large show
projects to raise funds, popularise Ukraine in the world and promote Ukrainian val-
ues, mayors of cities who dismantle Russian monuments and so on. Noteworthy, in
this direction, is the support of the temporarily occupied Kherson region. Russian
Army came to “free” Kherson residents from no one knows what, destroying and rob-
bing homes, intimidating and killing civilians. After all, the occupation authorities
are convinced that this is their “native” cultural and language territory, so it abso-
lutely does not consider the opinion of the population, and bloody imposes the “Rus-
sian World”. New monuments to Bolshevik tyrant leaders are being brought from
Russia, installed in the occupied territories (for example, the Lenin monument in
Henichesk), Ukrainian educational programmes are being changed to Russian ones,
and teachers are being forced to refuse to teach Ukrainian language, literature, and
history.

Today’s Russia, the heiress of the Russian Empire and USSA, not only did not
repent of the crimes committed by the communist regime of the Kremlin in Ukraine;
on the contrary, over the past 20 years, it installed more than a hundred monuments
to the tyrant (“Vid Stalina do Putina”, 2022), but also the nostalgia instilled with the
help of Russian propagandists for the Soviet past, its “stability”, Iron Order, “great-
ness” and “mission” aroused among Russians the ideas of restoring the USSR or the
Russian Empire. In their heads, Stalin and Tsar Nicholas II get along well. Such people
are hostile to any manifestations of national consciousness, not understanding that
only the occupiers can impose their own language and culture on a foreign country.
Spreading the “Russian World”, the Putin regime denies the very right of Ukrainians
to be a nation and have their own statehood. It is not for nothing that the Stalinist
regime, which was not punished for unleashing World War II, was transformed into
Putin’s motto, “We Can Do It Again.”

The origins of russism should be tracked in Bolshevism. The situation of a hun-
dred years ago is repeated almost with complete accuracy. In 1918 and 2014, when
they launched a war against Ukraine, both regimes declared that there were no Rus-
sian troops, but there was an internal conflict. In 1918, the Bolsheviks plundered the
Kherson region, taking food out of it, and in 1921-1923 they organised the first arti-
ficial famine, and in 2022 the russists again took out the grain and blew up grain ele-
vators, provoking famine. It is also relevant to understand the creation by the Bolshe-
viks of the Soviet cultural and educational paradigm, which is the basis of the prop-
aganda mechanism of modern Russia — from kindergartens to higher schools — and
the rudiments of which need to be eliminated as soon as possible in Ukraine. In the
current educational process, there is a Person as the highest value, and the content
of education should be directed to the development of a value-based moral attitude
of the individual to the social and natural world around him and himself (Mashki-
na et al., 2016) however, Bolshevik education was based on completely different prin-
ciples. At that time, not only political and public institutions and the media of that
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time instilled a Soviet worldview, but also schools, colleges, institutes and universi-
ties. They destroyed the love of their state, language, and history, and nurtured the
Soviet worldview with its well-defined class approach, thinking following the herd,
and Bolshevik ideology. And the imposed socialist realism in culture contributed to
the erosion of national identity, formed a false historical memory and destructive
Soviet system of values.

Recent research and publications analysis Research related to cultural construc-
tion in Ukraine and the formation of the Soviet education system in the early 1920s is
devoted to many achievements of cultural scientists, teachers, historians, philosophers
and scientists of other fields. The interest of scientists is due to the influence of Bol-
shevik policy on the development of cultural life (Nikitenko, 2016) and the spread of
anti-Ukrainian setbacks (Idris, 2010), manifestations of Russification (Kraliuk, 2021). At
the same time, during this period, the foundation of ethno-Renaissance aesthetics was
being laid, which formed a new artistic style and aesthetically predicted the emergence
of a new method and style of socialist realism (Lychkovakh, 2021), various associations
of artists, writers, theatre figures are being created and actively developed, influential
art associations are being formed to create new directions of artistic creativity, new
art schools, new canvases, in which a significant contribution has been made to the
spiritual treasury of domestic culture and art from innovative positions (Sheiko, 2012).
Scientists note that in the 1920s, Bolshevik ideology of various forms was imposed
(Kuzina, 2019), a system of Soviet political censorship was created, and information
wars were waged (Seheda, 2010).

A significant amount is occupied by works on school education reform by the peo-
ple’s Commissariat of Education of the Ukrainian SSR (Berezivska, 2007), the formation
of school education, and general education schools’ activities under the totalitarian
regime (Nikolina, 2013). The development of adult education in Ukraine and the cre-
ation of a network of labour schools that helped the Bolshevik party form the Soviet
intelligentsia were studied by L. Sihaieva (2012).

The source base was the holdings of the State Archive of the Kherson region, the
holdings of the Yurievsky Teachers’ Institute, the Kherson State Pedagogical Institute,
the Department of Public Education of the Kherson District Executive Committee of
the Council of Workers’, Peasants’ and Red Army deputies, the Kherson Department of
the district engineer.

Purpose of the article

The purpose of the article is to analyse the peculiarities of the formation of the
“Bolshevik world” in the education and culture of Ukraine.

The research methodology involves applying an interdisciplinary approach to cul-
tural studies, pedagogy and history. Analytical principles made it possible to find out
the purpose of the Bolshevik educational policy in forming a new cultural space, and for
structural and problem-chronological methods are also used to determine the struc-
ture of the spread of Bolshevik propaganda. The scientific novelty consists of studying
artificially created cultural and educational paradigms in Ukraine as a phenomenon of
humanistic genocide by the Bolsheviks.
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Main research material

The capture of Ukraine by the Russian Bolsheviks radically changed the cultural
progress of Ukrainian society since the planting of Soviet power took place not only by
methods of military aggression, Red Terror and physical extermination of those who
held other views but also with the help of an educational and cultural environment —
the creation of a system of “proletarian” educational institutions, theatre productions,
slogans, sculptures, drawings, songs and other works of art, which were aimed at form-
ing a new cultural space, a new social mentality.

We emphasise that the Russian political elite of the Russian Communist Party (bol-
sheviks) has never recognised the right of Ukrainians to self-determination, as well as
the existence of an independent Ukrainian state (despite demagogic statements), and
considered the borders between states a fiction that can be changed in a revolutionary
way (Frolov, 2007). The idea of Ukrainian statehood was also not acceptable to V. Lenin
(Nechyporenko, 2007). That is why the Ukrainian population experienced several Rus-
sian interventions from 1917 to 1921. They were conducted by various methods, from
supporting local collaborators and holding congresses on establishing Soviet power
to aggression. At the same time, not all military attacks were declared or called war.
Launching the war against Ukraine, the Bolsheviks could declare no Russian troops, but
there was an “internal conflict”.

In the Kherson region, the first attempt to establish a Bolshevik regime was in
February 1917, when the provincial Congress of peasant deputies and land committees
opened in the theatre building, which proclaimed the transition of power to the Soviets
and adopted all Bolshevik decrees (on Peace, Land), including the decree on public ed-
ucation. On 28 February 1917, Congress decided to open courses of lecturers for villages
in Kherson. The seemingly noble cause of bringing enlightenment to the village was ac-
tually explained by the fact that the occupation authorities needed resources that they
tried to seize with weapons and by influencing the population by popularising their
own ideology. It was done by creating a system of Soviet education and culture. How-
ever, at that time, Bolshevik ideas were not inherently acceptable to the overwhelming
majority of the Ukrainian population.

After the Bolshevik coup in October 1917 and the establishment of Soviet power
in Russia, no longer hiding its aggressive intentions, the Red Army launched an attack
on Ukraine on 21 December 1917. Having captured the Kherson region, which was con-
sidered the breadbasket of the former empire, the Russian Bolsheviks appealed to the
delegates of the Congress through their protege S. Ordzhonikidze, appointed by the
Council of people’s commissars of Russia to the extraordinary Commissar of Ukraine.
The main task of the commissioner was to establish the export of bread. By Order of
S. Ordzhonikidze, the Congress ordered the peasants to take the “surplus” bread to
the bulk points, and in case of non-fulfilment, it was required to take it away. So, from
18 February to 1 March 1918, about one million pounds of bread (Susorov, n.d.) were
exported from the Kherson province to Soviet Russia. In addition to plundering the
peasants, extortion of wealthy citizens for the needs of the Red Army began. It should
be noted that the Bolshevik Party essentially opposed all those who had property, and
not just against the “exploiters” and “oppressors” that it proclaimed. Lenin also consid-
ered freedom, equality, democracy, etc., nonsense.
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However, the looting of the population and the outrages committed by the Bol-
sheviks and the Red Army caused mass resistance of the population. Members of the
Soviets and socialist parties were arrested, and power passed to the Duma Commis-
sion to protect the city of Kherson. On 12 June 1918, Russia was forced to sign a pre-
liminary peace treaty, according to which it was supposed to stop combat operations
and establish diplomatic relations with Ukraine. However, V. Lenin gave a directive to
S. Ordzhonikidze not to withdraw Russian troops but to proclaim them Ukrainian to
continue exporting as many resources as possible.

The second Russian intervention began in December 1918, when the Red Army
attacked Ukraine without declaring war. At the same time, the head of the Foreign Min-
istry of Bolshevik Russia, G. Chicherin, stated that there were not their troops and that
it was a struggle between the Directorate and the Independent Soviet government of
Ukraine (the temporary workers and peasants government of Soviet Ukraine was cre-
ated by the Decision of the Central Committee of the Communist Party of Ukraine in
Kursk (Russia) on 28 November 1918, and then restored in Kharkiv — auth.).

The Red Army entered Kherson on 31 January 1919 and by the end of March 1919,
it had controlled the entire province. On 4 February 1919, the Bolsheviks created a rev-
olutionary committee and elected a Council of workers and peasants’ deputies to legiti-
mise this aggression. In May of the same year, the illiteracy elimination commission was
created in Kherson. An urban census revealed that 39% of men and 61% of women could
not write or read. Therefore, on the commission’s instructions, nine-day anti-illiteracy
courses were opened for 150 people and then for 250. Until September, 15 schools for
the illiterate were opened in the city (Tanchyk, n.d.). To ensure the implementation of
the decree, teachers and the entire educated population were enrolled in the cultural
Army, obliging them to comply with the orders of the people’s Commissariat of Educa-
tion (on the military principle). The importance of the press explained the attention of
the Bolshevik leadership to increasing the level of literacy as a means of fighting for the
masses. “Propaganda and terror are these two foundations that the Bolsheviks man-
aged to form a 10-million-strong army” (Seheda, 2010, p. 90) (in Ukraine, 1.2 million
people). — auth.), thanks to which they captured new territories, and most importantly
is they held them. The main Russian Chekist, Felix Dzerzhinsky, whose father worked
as a math teacher at the Kherson men’s Gymnasium from 1864 to 1868, did not leave
this region without attention.

However, the Ukrainians did not want to build communism and give up their own
property, and they did not want to work for free, content with the poor state. In the
modern world, this has a name of terrorism, looting and turning the population into
slaves, because communism meant Red Terror, expropriation of property and com-
munes. It is obvious that the population of Ukraine resisted and took up arms, trying
to expel the Russian invaders and their minions as soon as possible. And in the second
half of 1919, the Soviet government was deposed in the Kherson region.

The third capture of the Kherson region took place in early 1920. Thus the “So-
viet era” began. Bastions of the new government were cities where about 80% of the
members of the Communist Party (Bolsheviks) of Ukraine lived, while the population
composition was inversely proportional. And that is why, in cities, the manifestations
of Ukrainephobia acquired the most severe forms (Idris, 2010). Ideologically directed
Russian-language literature was distributed from the cities, the circulations of which
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amazed with their circulations. For example, the Red Cavalryman newspaper, which
was published by the Political Department of the 15t Cavalry army, was published in
300 thousand copies (Seheda, 2010). It is significant that in 1922 only 186 publications
were printed in Ukrainian, while 491 were in Russian (Kraliuk, 2021) in the Ukrainian
SSR.

Once again, the question of reforming Ukrainian Education arose. It started with
the transfer of Russian “Regulations on the Unified Labour School of the Russian Soviet
Federative Socialist Republic” and the Communist Party of the Soviet Union (Bolshe-
viks) programme adopted at the VIII Congress of the Communist Party of the Soviet
Union (Bolsheviks). According to this model, a network of nine-year general education
schools was created in Ukraine, providing general education. A Higher School was built
above the secondary school, which provided professional training and had two types —
institutes and universities (Nikolina, 2013). It should be noted that the main thing for
all educational institutions was the promotion of communist ideals. And such a system
does not need individuality; on the contrary, collectivism, commune and herd thinking
developed in every possible way.

In March 1920, secondary education was reduced from nine to seven years of study.
The only Labour school was a seven-year-old school, divided into four and three class-
es. On 30 August 1920, schools received the order on “Basics of School Work”, according
to which “the basis of school life should be productive work as a method of teaching;
work in school should be creative, joyful, free from violence; the educational process
should be based on the free development of students; homework is cancelled; punish-
ment in school is not applied; Latin is removed from the educational process, the law
of God (at the request of students, religious conversations can be arranged privately
outside the school); the system of assessing students’ knowledge is eliminated, instead
of it, periodic registration of students’ academic performance is introduced” (Berezivs-
ka, 2007, p. 16). The labour school was also based on social education of children aged
8 to 15 years because the ultimate goal of social education development, according to
the people’s commissar of Education G. Grinko, should be to create a collective life for
the entire children’s population (Shpychak, 2017). But the main thing remained the
maximum involvement of citizens in work at construction sites, mines, and industrial
facilities. Therefore, at the same time, professional schools were created, which gave
professional education based on seven-year-olds. Persons between the ages of 18 and
40 who were previously unable to obtain an education were also subject to involve-
ment in vocational training under the decree of 1920 “On Educational Vocational and
Technical Service”. An example of such “service” was the Kherson training courses for
construction workers, and the builders were mostly women. So, among the 138 stu-
dents who were accepted for training, there were only 6 men (“Khersonski kursy pid-
hotovky”, 1930) and 132 women. Therefore, the myth created by the Bolsheviks is that
“the household is mostly the wildest and hardest work performed by a woman” (Ho-
hokhiia, 2004, p. 377), in fact, covered only their exploitation, which was justified from
Marxist positions by the need to use a “female labour force”.

The authorities did not need literate and thinking individuals, but a labour force
that did not ask “inconvenient” questions but only followed the orders of the Party. The
school was supposed to prepare only for further work on Soviet construction sites. Ac-
cording to the Bolsheviks, even the family negatively influenced the child’s upbringing
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because it was unable to raise a citizen of the Soviet republic (Nikolina, 2013). Such
a population should read “ideologically correct” literature only, had no other views
than those considered “correct” by Bolshevik leaders, and work having nothing.

The Bolshevik leadership assigned that the most important was higher education
in the political world. Back in 1919, new university admission rules were introduced,
according to which the main feature was the proletarian origin. Workers and peasants
were not required to pass either entrance exams or even have a certificate of secondary
education. It was enough just to complete three-month preparatory courses (Sihaieva,
2012). Although the Higher School remained autonomous, however, during the policy
of War communism, it was subject to labour mobilisations. Thus, in Kherson, by Order
of the Education People’s Commissar of the Ukrainian SSR Grinko on the general labour
mobilisation of professors and teachers of higher educational institutions dd. 24 May
1920: “no one has the right to abandon the duties imposed on them by the people’s
Commissariat of education in the field of creative work to carry out Higher School Re-
form” and “no other departments, but the military, have the right to keep teaching
staff at work without the consent of the Education People’s Commissar” (State Archive
of the Kherson oblast, n.d.a). In fact, all education was reduced to political education.
“Resolutely reject capitalist elements in our cultural constructions and develop social-
ist elements” (Riappo, 1927, p. 31). It was exactly the task set for education by the Soviet
teacher, one of the founders of the public education system Jan Riappo.

Thus, the created educational system, mass distribution of Bolshevik printed publi-
cations, theatrical productions, slogans, posters, sculptures, drawings, songs and other
works of art had to meet the only goal. It was popularisation or even outright planting
of communist ideology. It is obvious that in a totalitarian state, art and education were
evaluated only on an ideological basis. At the same time, almost without exception,
all representatives of Soviet culture passed a total check of the Army of functionaries,
whose opinion fluctuated along with the party line (Yakubova & Prymachenko, 2016).

It should be noted that the attention of Bolshevik ideologists was attracted not
only by teachers but also by cultural workers. After all, they significantly impacted pub-
lic opinion due to their emotional, and artistic images, forming patterns in their works.
Some of them, believing the proclaimed communist ideals of equality and freedom, im-
mediately declared their commitment to the revolution. They created works of art that
convey revolutionary romance and faith in its ideals, the self-sacrifice of heroes, the
confrontation between good and evil, and so on. For example, there was “Red Winter”
by Volodymyr Sosira in 1922, “I am a Romantic” by Mykola Khvylovy in 1924, a collec-
tion of poetry “The Seventeenth Patrol” by Mykola Bazhan in 1926, and others. Another
part was forced to glorify the Party and its leaders under the influence of attacks of
official criticism and threats of arrest, saving their own lives.

And so that there were no deviations from the “bright path of building com-
munism”, artists were constantly under the close control of inspection and punitive
bodies. Almost all representatives of Soviet culture were completely tested. Artworks
had to correspond to the ideology created by the Bolsheviks, and their artistic value
was measured by political and ideological content. Artists were turned into devoted
slaves of the regime (Nikitenko, 2016) through various prohibitions, censorship, in-
timidation and forceful pressure, up to the physical destruction of those objectionable
by punitive bodies. For example, at the first All-Ukrainian Congress of the Associa-
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tion of revolutionary art of Ukraine, held in Kharkiv in 1926 with the participation of
representatives of all branches, government institutions, leading literary organisa-
tions, The Berezil Theatre Association, the propaganda teams, the ideological plat-
form of the organisation was approved. Art was recognised as a form of social Marxist-
Leninist ideology in the interests of the proletariat’s class struggle for communism,;
class neutrality of art was denied; a course was proclaimed to bring art closer to the life
of society (Sheiko, 2012).

Therefore, Soviet education and cultural principles were formulated unambigu-
ously: “our task is to bring the fighting power of art to the highest social tension, mak-
ing art the most powerful means of political and educational work, that is, state prop-
aganda of communism... General education — school and after-school (including art:
theatres, concerts, cinemas, exhibitions, paintings, etc.)... should be closely associated
with communist propaganda” (Avtushenko, 2000, p. 118). The creative intelligentsia
even formed a special group. Thus, in 1926, the population census recorded 6.1 thou-
sand art workers in the Ukrainian SSR. They included only persons in the civil service,
the rest — numbering 32.3 thousand in the category of intellectuals, and representa-
tives of liberal professions (Tarapon, 2012).

Ivan Bahriany expressed his attitude to the current situation in 1927 in the poem
“Ave Maria”, published without any official permission: ... poets are not a category of
criminals that I didn’t belong to and don’t want to belong to. Don’t call me a poet. For
the word p o e t meant that time chameleon, prostitute, speculator, adventurer, lazy
one...” (Bahrianyi, n.d.). Mykola Khvylevy, in the pamphlet “Ukraine or Little Russia?”,
wrote that “post-revolutionary and NEP-oriented Moscow has become a “centre of lit-
erary philistinism” based on “God-seeking”, Theosophy, pornography, and disillusion-
ment” (Lychkovakh, 2021, p. 138).

Clubs, theatres, libraries, and folk houses became hotbeds of the “new” culture
spread not in cities but in rural areas — house-reading rooms. The “regulations on the
house-reading room” were approved in July 1920 by the People’s Commissariat of the
Ukrainian SSR. They were entrusted with the work of spreading communist education,
convincing the peasants to give up their property and join communes and state farms,
and deliberately giving the state bread for extra development. An important role in
the political education of adults was played by clubs, which, according to L. Trotsky,
were supposed to become a tool for the re-education of employees. One of the most
common means of propaganda was also the use of posters. They contained a short text,
because most of the population was illiterate or semi-literate and were aimed at visual
perception. Using clear symbols of the hero and enemy, they influenced the emotional
perception of the viewer. “The effectiveness of visual propaganda was ensured, among
other things, by using symbols borrowed from religious tradition and folk art, but in
a new interpretation. The simpler and more unambiguous the image, the more effective
it was” (Kuzina, 2019, p. 223).

An indicative representative of the creative intelligentsia of that period was Myko-
la Kulish. He headed the Oleshky Council of workers and peasants deputies, defended
Kherson from the Army of the Russian General Denikin, and after the establishment of
Soviet power, headed public education bodies in Oleshky. His literary career also began
there. Since the mid-1920s, he had been moving to the then capital of Ukraine, Kharkiv,
entering the cohort of prominent figures of Ukrainian literature (State Archive of Kher-
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son oblast, n.d.b). M. Kulish, like most representatives of that time’s Ukrainian culture,
believed in the demagoguery of Bolshevik propaganda, at first actively supported the
Soviet government, but quickly realised that the Bolshevik ideas of universal equality
had a completely different meaning. After visiting the Kherson villages, after the arti-
ficially created famine of 1921-1923, he was shocked by the inhumane attitude of the
Bolshevik leadership to human life. And under the influence of what he saw, he wrote
the play “97”. And although the play became the decoration of the theatre season of
1924-1925 in Ukraine, in 1925, it was staged in New York and other cities in the Unit-
ed States. Two years later, on tour in Moscow, the performance of the Franko Theatre
artists caused a standing ovation and the then people’s commissar of education of the
USSR Anatoly Lunacharsky called “97” a play, “about which the whole of Ukraine thun-
dered because this is the first power play from peasant life” (Rudiachenko, 2019) How-
ever, the play “97” was significantly affected by censorship. Its first title was “Famine”
in the second edition, the writer was forced to postpone the events to 1923, and in the
early 1930s, partially correct the text. However, this did not save M. Kulish’s life. His
work attracted criticism from representatives of the official authorities, and at the end
of 1934, he was exiled to Solovki. On 3 November 1937, he was shot in Sandarmos along
with other representatives of Ukrainian peasants, priests, scientists, teachers, and cul-
tural figures, when the NKVD shot 1,111 prisoners in five nights from 27 October to
4 November 1937 (Aheieva, 2017).

Thus, the created system of censorship, in the future, would develop into the phys-
ical destruction of objectionable figures of culture, education, and science. In the early
1930s, the size of repression increased. Only during 1933, 100% of the leadership was
replaced in regional public education departments for political reasons; in district de-
partments, it was 90%. More than 2,000 “nationalist elements” were expelled from the
system from the People’s Commissariat of the education system, more than 300 scien-
tific and editorial staff, about 4,000 teachers, 18 out of 29 directors of pedagogical uni-
versities were dismissed, and 210 teachers lost their jobs (Smolii, 2002) harassment of
cultural figures is increasing. Writers also went through the appropriate “procedure” of
criticism, harassment in the press, dismissal from work, prohibition of work, and then
arrest, imprisonment and execution. For example, at the 1954 Congress of the Slovo
Association of Ukrainian writers in New York, it was said that in 1930, 259 Ukrainian
writers were published, and after 1938 only 36 of them were published. According to
their “calculations, the number of 223 Ukrainian writers who disappeared in the USSR
stands for: 17 were shot; 8 committed suicide; 175 were arrested, exiled to camps and
removed from literature by other police measures (among them, those who may be shot
and died in concentration camps); 16 were missing; 7 died of natural causes. These
data are approximate because Moscow... continues to keep the secret of its massacre of
Ukrainian Soviet writers of that time” (Lavrynenko, 2002, p. 13)

Conclusions
So, having seized power from Ukraine through military aggression and Red Terror,

the Russian Bolshevik elite began to impose a “Bolshevik world”. Its bastions were the
conquered Ukrainian cities, where the Red Army and most of the party members were
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located. Ideologically directed Russian-language literature also spread from the cities
in huge numbers to fight for the masses. However, propaganda through printed publi-
cations almost did not work because the majority of the population did not know how
to read and write. To eliminate illiteracy, a cultural army was formed (on a military ba-
sis), to which not only teachers were enrolled, but the entire educated population. For
the same purpose, “proletarian” educational institutions were being created.

The author noted that the Russian language was automatically transferred to the
Ukrainian educational process, the main element of which was the propaganda of com-
munist ideals. The basis of the labour school was supposed to be work and social edu-
cation, and professional schools on the basis of seven-year-olds were already prepared
to work on Soviet construction sites. At the same time, collectivism, commune and herd
thinking developed in all educational institutions. According to the Bolsheviks, even
the family negatively influenced the upbringing of the child because they were unable
to raise a citizen of the Soviet republic.

It is noted that the most important was higher education in the political world,
admission to which was carried out on a social basis. “Proletarian origin” gave the right
not to take entrance exams and not to have a certificate of secondary education because
the authorities did not need knowledge but ideologically savvy people.

Culture should also serve to popularise and instil communist ideology. Art was
defined as a form of social Marxist-Leninist ideology in the interests of the proletar-
iat’s class struggle for communism. Literary work, theatrical productions, slogans,
sculpture, drawings, songs and other works of art were aimed at forming a new cultural
space, a new social worldview.

It is proved that almost all representatives of Soviet culture passed a full check
of the Army of functionaries, whose opinion fluctuated along with the party line, and
“objectionable” figures of culture, education, and science were physically destroyed.
Only works of art that corresponded to Bolshevik dogmas were allowed, and their
artistic value was measured by political and ideological attitudes. The population
had to read “ideologically correct” literature only, not have their own opinion and
work. It was believed that the Soviet man had to follow the orders of the Party up
to self-sacrifice and not ask “uncomfortable” questions. Consequently, a certain “ge-
netic” selection was made when people of proletarian origin loyal to the Party were
needed to govern the country. In the mass consciousness, socialist culture promoted
absolute faith in leaders and communist dogmas. However, the perception of the new
socio-cultural environment created by the Bolsheviks by society at that time requires
further research.
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MeTol0 CTaTTi € aHali3 0co6aMBOCTEl (DOPMYBAHHS «OiTBIIOBUIIBKOTO CBiTY» B OCBITi Ta
KynbTypi XepcoHinHu. CydyacHa cuTyallisi B YKpaiHi meBHOIO Mipolo Haraaye mouyatok 1920-x pp.,
Koy (OpMyBaBCsT  «GiNbIIOBUIIBKMIA CBiT», a HACeJeHHIO TMPUINEIUIIOBAIY paAsHCbKe
cBiTo6aueHHs1. HaykoBa HOBM3HA TMOJSATAE Y JOCTIMKEHHI IITYYHO CTBOPEHOI Oi/MbIIOBMKAMM
KYJIbTYPOJIOTiYHO-OCBITSIHCHKOT TapaanurmMu B YKpaiHi K peHOMeHY r'yMaHiCTMYHOTO TeHOLIAY.
Mertoponorisi LOCTiI)KeHHSl TOJsAra€ y 3acTOCYBaHHI MiAXOHIB KyJbTYpOJIOTii, Iemaroriku
Ta icTopii, a TakOXX aHAJTITMYHOTO, CTPYKTYPHOTO Ta MPOOGIEMHO-XPOHOJNOTIYHOTO METOJiB,
MO JO3BOMWIM 3’ICYBaTM METY OiIbIIOBUIIBKOI OCBITSHCHKOI TOMITMKM Y (OpPMYBaHHI
HOBOTO KYJIbTYPOJIOTIYHOTO TPOCTOPY. BucHOBKM. [loBemeHO, IO ITiC/Asl 3aXOIUIEHHS BIaau
B VKpaiHi, pocilicbka G6ilbIIOBUIIbKA BepxXiBKa PO3MOYMHAE HAB’SI3yBaTU «OiMbIIOBUILIBKUI
CBiT», TIOMIMPIOIOYM iI€0IOTIUHO CITPSIMOBAHY POCiiICbKOMOBHY JIiTEpPaTypy SIK 3aci6 60poTh6M
3a macu. HarosomieHo, 0 Ha YKpaiHCbKMII HAaBUAJIbHUIT MPOLEC aBTOMATUYHO TepeHecIn
pociiicbKuii, TOJIOBHMM €JIeMEHTOM SIKOTO Oyia Iporaranaa KOMyHiCTUUHMX igeaniB. OCHOBOIO
IIKOJIM CTaBaja Mparisl Ta colliabHe BMXOBAHHS, PO3BMBABCS KOJEKTHBI3M, KOMYHA Ta CTaJHe
MucIeHHsl. HaiBaskimBile 3HaueHHS y TOJITIIPOCBITI BiZBOAMIOCS 3aKiaafaM BUIOI OCBiTH,
BCTYI OO0 SIKMX 3[iliCHIOBABCS 3a COLiaJibHOW O3HaKow. [lomynspusanii Ta HacamKeHHIO
KOMYHICTUYHOI imeosorii Masa cayryBaTé TaKOX KyJabTypa. MuUCTeTBO BM3HAUMIM (HOPMOIO
CYCITIJTbHOT MapKCUCTChKO-IEHIHCHKOI ileosorii B iHTepecax KaacoBoi 60poTbOM MposeTapiaTy
3a KOMYHi3M. Maiike yci pefcTaBHUKM PAAsSTHCbKO1 KyJAbTYPY ITPOXOAVIIN TOTAIbHY TIePEBipKY.
Io3BOMSUTACS JIUIIEe XYOOXKHI TBOPM, IO BiATOBimanmy OiMBIIOBUIIBKMM JOTMAaTaM, a iXHS
XYIOXKHSI LiHHICTh BUMipIOBasIacs MOMITUKO-iIe0JIOTiYHMMM HacTaHOBaMu. HacesieHHSI TOBMHHO
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Gy/I0 UMTATK JIMIIE «ieoJOoTiYHO BipHY» JIiTepaTypy, He MaTy BJIACHOI TYMKM Ta MPAIIOBATH.
OTke, 6YB IPOBeNEHMIT TIeBHMIT «TeHeTUUHMIT» Bim6ip, KoM IJIst yIIpaB/aiHHS KpaiHoo MOTpi6Hi
6y BinmaHi maprii oAy IposieTapchbKOro MOXOKEHHSI, 8 y MacoBiii cBiJoMOoCTi colianicTuyHa
Ky/IbTYpa CIIpUsia aGCOMIOTHIN Bipi BOKASM Ta KOMYHICTUYHMM IOTMaTaM.

Kniouoei cnosa: ocBiTa; KynbTypa; XepCOHIIMHA; OUIBIIOBMKM; BilicbKOBa arpecis,;
Nponarasza; MoJiTUKO-iAeo0TiYHi HaCTaHOBM; CYCIIiIbCTBO
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The concept of postfeminism has become one of the central and most important concepts
in feminist cultural studies continually raising a lot of debates and discussions. As an important
social and cultural phenomenon, postfeminism has extensively invaded popcultural and media
spaces at the turn of the last century, and by doing so has drastically (re)shaped the very
concept of femininity in mass culture of the 1990s and early 2000s. The controversial nature
of postfeminism has created a new concept of femininity, which was located outside of both
patriarchal and feminist discourses. The purpose of this article is to analyse postfeminist
femininity in various popular TV series and films of the time, locate their representations of
femininity within the existing contemporary postfeminist discourse and trace its impacts on
the modern understanding of womanhood. The research methodology consists of comparative
analysis and synthesis methods, which have made it possible to identify the main features and key
concepts of postfeminism as socio-cultural phenomenon. The historical and cultural approaches
as well as the systemic method have allowed us to understand the influence of postfeminism on
pop-culture as well as to trace its multifaceted relations to public media discourses. The elements
of critical and content analyses, as well as the complex processes decomposition method, were
used for the assessment of postfeminist theory as a concept-methodological basis for the further
analysis of media products in their relation to postfeminist discourses. The scientific novelty
lies in analysing the unique sensibilities typical for postfeminism and applying this theoretical
knowledge to reinvent female images in pop culture discourses, thus offering a new approach to
understanding femininity outside the patriarchal narratives as well as second- and third-wave
feminism. Conclusions. The findings of the article provide a new perspective on popular and
well-known products of the media industry of the 1990s and 2000s, re-read them within the
scope of the postfeminist framework, and offer a new angle of interpretation of femininity at the
turn of the last century.
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Introduction

The notion of postfeminism has become one of the central and most important
concepts in feminist cultural studies. However, till nowadays there is surprisingly little
agreement about how to explain what postfeminism is, the term having been overbur-
dened with different meanings. As Rosalind Gill (2007) argues, “the term [postfemi-
nism] is used variously and contradictorily to signal a theoretical position, a type of
feminism after the Second Wave, or a regressive political stance” (pp. 147-148). Some
feminist theorists and researchers have declared feminism to be dead (Kai Ebeling)
or, as Wendy Kamminer (1993) claims, to be experiencing an “identity crisis”. Other
feminist scholars (Susan Faludi and Imelda Whelehan) regard postfeminism as a nega-
tive reaction to feminist ideas of the Second Wave — the so-called backlash, which was
based on the (rather misleading) claim that gender equality has already been achieved
and discrimination against women no longer exists, and therefore feminism as a social
and political worldview has become obsolete and outdated in the contemporary world.
Hence, postfeminism can be interpreted as a rejection of feminism’s attempts to create
a space for women outside the patriarchal system and as a desire to find women’s place
within the existing power structure.

If First Wave feminism had focused on the fight for women’s political power (wom-
en’s suffrage and property rights), and Second Wave feminism had expanded the debate
on the topics of female sexuality, reproductive rights, and attitudes towards women in
families and at workplaces, postfeminism had not developed an explicit socio-political
agenda. Women in the media and private spaces have emphasised their non-involve-
ment in political life due to the anxiety of being associated with feminism as a politi-
cal movement, which in the 1990s and the early 2000s had acquired a rather negative
connotation. Many women refused to identify with the movement and tried to dis-
tance themselves from it — the popular phrase I am not a feminist became a slogan
of the postfeminist era. Susan Bolotin (1982) observes and analyses this tendency in
her article “Voices from the Post-Feminist Generation”, which she based on a series of
interviews she had conducted with a number of women who commonly concurred with
the goals of feminism, but for various reasons did not identify themselves as feminists:
due to the fear of being misunderstood by a partner, stigmatised as a lesbian and male-
hater, rejected by the previous generation of Second-Wavers, or out of a desire to return
to the usual socially acceptable model of a relationship initiated and led by a man.

Nevertheless, postfeminism should not be reduced to a simple backlash to the fem-
inist rhetoric — it is a much more complex phenomenon that “constructs an articula-
tion or suture between feminist and anti-feminist ideas” (Gill, 2007, p. 162). Gill (2007)
offers a new definition of postfeminism and suggests that it can be best understood as
a “distinctive sensibility, made up of a number of interrelated themes” (p. 147): the un-
derstanding of femininity as a bodily property; an emphasis upon self-surveillance and
self-improvement practices; a domination of individualism and personal choice; a pro-
nounced sexualisation of culture; and a prominence of consumerist behaviour (p. 149).
These themes have actively circulated in pop culture and mass media since the early
1990s and almost until the mid-2000s. They can be found in romantic comedies like
Bridget Jones’s Diary (2001) or erotic thrillers like Basic Instinct (1992), in the comedy-
drama series Sex and the City (1998-2004), or the supernatural drama Buffy the Vampire

48



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

Slayer (1997-2003), not to mention various talk shows, magazines, the so-called chick
lit — a genre of mass literature, the main audience of which mostly consisted of young
women between 20 and 30 years old — and various forms of advertising.

Purpose of the article

The main purpose of this article is to analyse how the concept of postfeminist
femininity developed in the media space, based on three self: women’s self-surveillance,
competitive self-improvement in the continuous pursuit of an ideal (female) body, and
“transgressive” self-love that develops from female individuality which is located at the
heart of postfeminist discourse. Engaging with the cultural study of famous films and
series that circulated in popular culture from the early 1990s till the mid-2000s, I hope
to offer a new — postfeminist — perspective of looking at well-known products of the
media market.

Main research material

As defined by Gill (2007), “[o]ne of the most striking aspects of postfeminist media
culture is its obsessional preoccupation with the body” (p. 149). Bringing the female
body into the spotlight of postfeminist discourse has redefined femininity as “a bod-
ily property rather than a social, structural or psychological one” (Gill, 2007, p. 149).
In other words, postfeminism has reinvented markers of femininity, shifting the focus
from the role of women primarily as mothers — a role that has been dominating social
discourse for centuries — and focusing first and foremost on the bodily aspect. Thus,
the sexually attractive body and its compulsory attributes like long hair and its absolute
absence in certain places is presented as “women’s key (if not sole) source of identi-
ty” (Gill, 2007, p. 149). Moreover, such a body is regarded simultaneously as “women’s
source of power and as always already unruly, requiring constant monitoring, surveil-
lance, discipline and remodelling [...] in order to conform to ever-narrower judgments
of female attractiveness” (Gill, 2007, p. 149). Self-monitoring and self-surveillance have
now become necessary requirements for the successful performance of millennial fem-
ininity and are marked by three distinctive features: “increased intensity”, “extensive-
ness” and “focus upon the psychological” — the need to transform one’s interior life as
well as one’s exterior look (Gill, 2007, p. 155).

The urge for constant self-surveillance has penetrated the postfeminist media
space and can be found in various chick magazines, television shows, and films. In one
of the most iconic postfeminist films, Bridget Jones’s Diary, the protagonist — Bridget —
demonstrates the whole spectrum of activities associated with self-surveillance: she
keeps a diary, she monitors her fluctuating weight, she tracks her calories and the cig-
arettes she has smoked, she makes plans and projects and still is very uncertain about
her future. In the age of technological advancement, female self-monitoring is inten-
sified more than ever due to the extensive popularity of beauty and self-tracking apps,
which enable “metricised and forensic scrutiny of the female body [...] mediated by the
mobile phone” (Elias & Gill, 2018, p. 60). The postfeminist woman is framed as a par-
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adoxical phenomenon, which functions both as a subject and as an object of her own
self-monitoring gaze, and thus is located in the middle of the Foucauldian panopticon,
monitoring and being monitored by the others. Sandra Lee Bartky (1998) compares
such a woman to a prisoner of postfeminist self-surveillance practices:

“The woman who checks her makeup half a dozen times a day to see if her founda-
tion has caked or her mascara has run, who worries that the wind or the rain may spoil
her hairdo, who looks frequently to see her stockings have bagged at the ankle or who,
feeling fat, monitors everything she eats, has become, just as surely as the inmate of
the Panopticon, a self-policing subject, a self-committed to a relentless self-surveil-
lance” (p. 42).

In postfeminist discourse, such kind of constant self-control is never excessive.
Moreover, self-monitoring in this context becomes a required necessity, since postfem-
inism views the body as a woman’s greatest source of power and, as a consequence,
as a major value for measuring female success. A woman, who does not know how to
monitor and discipline her body, eventually will not be able to successfully reproduce
postfeminist femininity, and thus will be immediately punished for her negligence. For
example, in the third episode of the fifth season of “Sex and the City” Miranda, whose
body has not yet fully recovered after giving birth to her child, faces misogynistic at-
tacks and aggression from men, one of whom tells her to “move your fat ass!”. The whole
situation undoubtedly hurts Miranda, who is constantly reflecting on how her body has
changed and never ceases to compare herself both with her female friends who match
the contemporary beauty standards and with her own “version” before childbirth. Be-
ing publicly humiliated, Miranda is forced to go through painful embarrassment, which
in postfeminist context can be viewed as an immediate punishment for her incompe-
tent self-monitoring due to her pregnancy. In postfeminist discourse, the responsibility
for the possible failure lies only with the female self (McRobbie, 2009, p. 358), which is
to blame for the inability to accomplish the norms of millennial femininity, and thus
disgraced Miranda returns to her hotel room and readily accepts the fact that she de-
serves such a treatment.

Therefore, the woman finds herself under the magnifying glass of the society and —
what is even more important — under the forensic scrutinizing gaze of her own self.
The female body is perceived as the one being unruly, and thus demanding constant
self-disciplining and self-surveillance in order to successfully perform postfeminist
femininity. In postfeminist media culture the female self, represented mainly through
the woman’s body, has become an individualistic project to be measured, monitored,
and constantly encouraged to be improved. This leads me to the next part of this paper,
in which I am going to discuss female competitive self-improvement.

Female self-improvement is a distinctive feature of the postfeminist understand-
ing of femininity. Postfeminism advocates self-improvement as an act of female em-
powerment, since a woman is the only one who has agency and control over her body:
“a well-groomed, sexual, feminine body is a site of [female] liberation [...] [which] is
marked by girls’ self-centred attitudes and use of autonomous decision making about
the female body and sexuality for the sake of their own pleasure” (Bae, 2011, p. 30).
Such self-improvement is believed “to provide girls with the power that comes from
achieving social distinction and attracting male attention” (Bae, 2011, p. 30) and can be
secured through the variety of beautifying practices: makeup routine, cosmetic or spa
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treatment, plastic surgery or even virtual appearance enhancing techniques offered by
beauty apps or Instagram masks.

Female self-improvement is a typical scenario of the post-feminist era, which is of-
ten presented on the screen in a form of the makeover paradigm based on a “complete”
change of a heroine’s appearance. This trope can be easily traced in many films: “Death
Becomes Her” (1992), “She’s All That” (1999), “Miss Congeniality” (2000), “The Prin-
cess Diaries” (2001), “13 Going on 30” (2004), “The Devil Wears Prada” (2006) and even
the dystopian action film “The Hunger Games” (2012), when the protagonist — Katniss
Everdeen — appears in a new feminine look at the opening ceremony of the Games and
this is what gains her the love of the public and support from the sponsors. The heroine’s
makeover in these films is a common postfeminist strategy, which is based on a magic of
transformation, when taking off glasses and straightening hair drastically changes the
female character’s appearance and marks the beginning of her journey to the inevitable
success. The makeover element is also very typical for the iconic American TV project
“America’s Next Top Model” (2003-2018), which has developed into one of the most
successful broadcasting franchises. The makeover episode is one of the most popular
and highest-rated of the show and always receives a lot of attention from the audiences.

In the TV series format, female transformation is (probably) depicted best and
most detailed in the original Colombian telenovela “Yo soy Betty, la fea” (“Ugly Bet-
ty”, 1999-2001). In each version of the soap opera, the physical external transforma-
tions of the main character are presented as a main source of her agency that helps
her regain control over her life — typically, along with the appearance changes comes
success in professional and personal life. However, the self-improvement as presented
in the telenovela is primarily motivated by a need to meet the patriarchal standards of
beauty — the beauty of white, heterosexual, and physically attractive young women be-
longing to the middle class. Heroines who do not fit into this paradigm find themselves
under the scrutinising gaze of their colleagues, friends, and families, and thus achiev-
ing the “beauty ideal” means for them to regain their privacy and evade the policing
gaze directed at them.

Critics of postfeminism often denounce the postfeminist concept of self-improve-
ment as a forceful imposition of patriarchal standards of beauty on women and the
perception of femininity through the prism of the male gaze. Proponents of postfem-
inism, on the other hand, view it as a manifestation of woman’s agency referring to
Foucault’s idea of aesthetic self-stylisation, which, according to the philosopher, is the
highest manifestation of freedom. In postfeminism, the self becomes a “phenomenon
of choices and options” (Giddens, 1991, p. 8), which can be (re)modified and (re)fash-
ioned with the help of cosmetic procedures, medical inventions, and plastic surgery.
Although postfeminist discourse encourages women to seek self-improvement and sur-
gically alter their bodies, there is no unanimous agreement in modern academia about
the nature of elective cosmetic surgery. Thus, while some scholars (Sandra Bartky, Peta
Tait) argue that “beauty practices, including cosmetic surgery, subordinate and oppress
women by coercing them to resculpt their bodies to fit a male-defined vision of fem-
ininity”, others (Abigail Brooks) advocate female agency in their decision to undergo
surgery (Pecot-Hebert & Hennik-Kaminski, 2012, p. 78). I myself believe that woman’s
manipulations with her body involve both agency and subordination, self-empower-
ment, and a need to follow the socially constructed aesthetic paradigm.
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One more aspect I would like to discuss in this part is the phenomenon of self-help.
As argued by Elias and Gill, “the makeover paradigm is a key part of the contemporary
postfeminist sensibility — demanding work on, careful styling of and reinvention of the
body” as well as constant improvement of “psychic life” (Elias & Gill, 2018, p. 64) in or-
der to align the outer female self with her inner self. Such improvement includes devel-
oping self-confidence and self-esteem, which has resulted in the extremely profitable
self-help industry. Although the first-ever self-help book Self-Help (1859) by Samuel
Smiles was written for men, from this time onwards “self-help became a predominantly
feminised genre” (Riley et al., 2012, p. 8), whereby “women are often positioned as par-
ticularly in need of help to become [an] ideal individualist self” (Riley et al., 2012, p. 4).

In the fourth episode (season five) of “Sex and the City”, Charlotte is in a bookstore
looking for a self-help book “Starting Over Yet Again”. At the bookshelves with self-help
literature, she meets two women — one of them is incessantly crying, and the other is
nervously chewing her hair. This scene frightens Charlotte, especially after one of the
women says that this book has actually helped her, which raises the question of how the
women were feeling before if even now they are still in a state of such a perceptible dis-
tress? When Miranda asks her which book she was looking for, the embarrassed Char-
lotte does not reply anything since admitting that she needs a self-help book means
recognising that she has failed to perform an image of successful millennial femininity.
Nevertheless, at home then, when no one is watching her, Charlotte orders one copy on
Amazon. The platform immediately starts recommending her other books according to
the previous purchase, thus related to the topic of self-help: “Lonely Women No Men”,
“I'm Fine, Now” and “Reservations for One”. Throughout the entire process of choosing
and buying a book Charlotte feels shame for her feeling of inability to manage her own
life — “however much work they put in themselves, women can never be confident that
they have got it right” (Riley et al., 2012, p. 10).

In the postfeminist era self-improvement is regarded as a vital part of success-
ful femininity and “not to work on the self risks [is] being understood as a [failure of
femininity]” (Riley et al., 2012, p. 10). Women are caught in a constant rivalry upgrad-
ing their looks and trying to discover self-confidence. Popular culture reflects on these
postfeminist practices for self-improvement by offering grotesque exaggerations of the
socially approved (if not required) femininity norms, and thus questions and challenges
their authoritative status.

Women’s empowerment through external beauty practices and self-improvement
has shattered “the conventional power hierarchy between male and female” (Bae, 2011),
since in the age of postfeminism women are encouraged to pursue beauty as the es-
sence of femininity, not for the male approval, but to get the aesthetic satisfaction and
confidence themselves. Therefore, the female body can no longer be positioned as an
object designed to satisfy male desire and experiences a revolutionary shift in its per-
ception “from an external, male judging gaze to a self-policing, narcissistic gaze” (Gill,
2007, p. 151), which becomes an ultimate manifestation of female self-love.

The notion of narcissism as a key psychoanalytic concept was first fully devel-
oped in Freud’s essay “On Narcissism: An Introduction” (1914), in which he states that
“a primary narcissism is necessary for individual consciousness, the ego to be “born”
(Tyler, 2005, p. 27). Although Freud’s discovery is no doubt ground-breaking and highly
influential in terms of psychoanalysis and study of the human psyche, his definition of
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narcissism is eminently gendered and biased. According to Freud, women have “a bi-
ological propensity to narcissism” (Tyler, 2005, p. 29), since for some “highly compli-
cated biological reasons” women (unlike men) are unable of giving up their narcissism
and reaching the “highest state of development... the state of being in love” (Tyler,
2005, p. 28). Freud argues that narcissism is the root of female neurosis and hysteria
and uses narcissism and its derogatory connotations “to reinforce, rather than ques-
tion, the patriarchal, familial and middle-class [femininity] ideals of the early 20" cen-
tury [...]” (Tyler, 2005, p. 28) and to frame women as passive objects, which need con-
stant patriarchal control.

Second Wave feminism is marked by the notion of “political narcissism” (Tyler,
2005, p. 32), as women began to act narcissistically — to speak about their personal
concerns in public under the second-wave feminism slogan “the personal is politi-
cal”. As a consequence, the 1970s were proclaimed the decade of the new narcissism,
and feminists and other equal rights supporters were framed as narcissistic and de-
structively self-absorbed, and thus to be blamed for the ills affecting the society — the
“demise of traditional social roles for men, divorce and the subsequent breakdown of
father-headed households [and] the increasing number of (middle-class) women going
to work” (Tyler, 2005, p. 36).

Postfeminism, however, transforms this gendered narcissism into a tool of female
emancipation and establishes self-love as an essential part of the millennial woman.
This switch to the ultimate self-love, which has liberated women from the limitations
of male (and male desire) centred world, is marked by a change of women’s media tone
from judgmental and exposing in chick magazines or television programmes to “a more
affirmative discourse that emphasises the ways women need to love themselves” (Ri-
ley et al., 2012, p. 9) and a shift in consumer culture, which promotes an image of the
liberated woman as the one who loves and appreciates herself. Moreover, because post-
feminism is divorced from any political discourses, women can identify themselves as
already liberated without the fear of being marginalised as “selfish” feminists (Tyler,
2005, p. 38). Paradoxically, postfeminism does the very thing for which the feminism
of the Second Wave was criticised — encouraging women to be narcissistic and to find
empowerment in their self-love (Tyler, 2005, p. 38).

One of the episodes of the British comedy sketch show Smack the Pony' features
two women: one is conducting a survey for the customer database of her company,
and the other agrees to take part in it and invites her to the house. In the room where
the women are sitting, the walls are adorned with naked portraits of the owner of the
house, who voices a request which is rather strange in this situation: “I’d rather you
didn’t look at the pictures if that’s ok”. The employee of the company agrees and prom-
ises not to pay any attention to the pictures, but it seems that keeping her word is not
an easy task — the portraits depicting the naked body constantly distract her, confus-
ing her thoughts and disturbing the interview process. The owner of the paintings re-
peats her request several times, emphasising especially not to look at the portrait that
demonstrates her “massive minge”. However, despite her ostentatious (or even fake)
reluctance to show her portraits, the woman seems to be rather happy to receive all the
attention: she proudly exhibits the paintings in her living room, invites a stranger to

! Smack the pony — euphemistic phrase for the female masturbation.
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her house, and repeatedly demands not to look at her nude portraits, which only draws
and channels more attention and provokes more curiosity of the beholder. Such hyper-
bolised female behaviour is a product of postfeminist discourse, which celebrates wom-
an’s self-love and willingness to demonstrate it to others. The heroine of the sketch is
not ashamed of her nudity in the paintings — she enjoys her sexuality as well as she
enjoys her body, which now becomes the centre not of the male (as it is in patriarchal
discourse), but of her own female gaze.

Postfeminist narcissism also (re)shapes the dynamics of heteronormative romance,
since instead of fulfilling their male partners’ expectations from such a relationship,
women concentrate on their selves and their body image. In the third episode (season
five) of “Sex and the City”, Samantha, suspecting her fiancé of cheating on her, breaks
up with him. His claims that he loves her and would never betray her again Samantha
meets with the reply: “I love you too, Richard. But I love myself more”. By doing this
Samantha makes a statement that she is ready to defend her boundaries and prioritises
her own comfort over the existing relationship and perspective of future marriage. Her
actions break with patriarchal expectations of toleration of male infidelity and turn
female self-love into a weapon against the existing ideology.

Another example of postfeminist self-love is Robin from the comedy series “How
I Met Your Mother” (2005-2014). Robin repeatedly rejects her suitor Ted, who stub-
bornly tries to convince her that she is the girl of his dreams. Robin, however, goes
against the patriarchal expectations that Ted projects on her and does not start a rela-
tionship with him the very moment he confesses his love to her. Instead, Robin focuses
on her career, self-development, and travelling — a life, which she has always wanted
to lead and which Ted’s manipulation and his excessive obsession with romance will
only hinder. Robyn’s tragedy is that eventually she cannot escape the normalising het-
erosexual practices and in the final episode of the series is shown to recommence the
paused relationship with Ted — this decision being not her own, but rather imposed on
her by a patriarchal society, Ted functioning as its living embodiment.

The shift of the female gaze from her (male) partner to her own self menaces het-
erosexual relationship as well as undermines patriarchal family values, and thus is to be
punished in a form of female singlehood — not only Samantha and Robin, but also oth-
er female characters that have emerged out of post-feminist discourse pay a high price
for their self-love in a form of female singlehood. Patriarchal society regards female
self-love as a deviation from the fixed norms of femininity, and therefore stigmatis-
es self-loving women as selfish coquettes, cold and unemotional careerists, aggressive
ladettes, heavy drinkers, or just promiscuous “bitches”. Postfeminism uses narcissism
to contemplate on the changes in the gender power structure that empower women
through their self-love. These women know about their sexuality and are proud of it;
they are active sexual actors who are unwilling to compromise their own standards and
reject fears projected on them by society.

Conclusion

Postfeminism is a highly controversial social and cultural phenomenon, which is
referred to as a backlash against the ideas of second-wave feminism as well as a rad-
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ically new way of interacting with feminist theory and rethinking femininity and the
female body. I believe that postfeminism has to be understood as a paradoxical concept,
which is standing at the intersection of feminist and anti-feminist discourses. Postfem-
inism fetishises the female body — fit, healthy, and sexually appealing — and proclaims
it as the new source of women’s empowerment. The body is located at the centre of
postfeminist discourse and reflects the controversies of its polemics: it is both an active
subject and a sexual object, it possesses agency and is a source of female empowerment
and, simultaneously, finds itself under hostile (self-)surveillance and needs constant
improvement.
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Vuisepcumem Pezencbypea,

Pezencbype, Himeuuuna

IMousTTss moctdeMiHi3My HaBHO CTaJ0 OJHUM i3 IEHTPaJbHMX i HAWBAKIUBIIINUX
y deminHictuuniit Teopii i moci € mKepenom 6araTboX IUCKYCiii, OGrOBOpeHb Ta [ebaTiB.
Sk BaxIMBMIL couianbHMit i KynbTypHUIT ¢deHOoMeH mocTdeMiHi3M aKTMBHO 3aIojJOHUB
MOMKY/IBTYPHUI Ta MeZIiampocTip Ha pyOeXi MMHYIOTO CTOMITTS i Ofpasy KapaMHAIbHO
(mepe)ocMMUCIMB CcaMy KOHLENLil0 JKIHOYHOCTI B MacoBiii KyapTypi 1990-x i mouartky
2000-x pokiB. CynepeuwIBuii Xxapakrep nmocTdemMiHi3My CTBOPUB HOBY KOHIIETIi0 (peMiHHOCTI,
sKa mepebyBasa mo3a MexxaMiu SIK TaTpiapXaabHOTO, Tak i GeMiHiCTUYHOTrO AMCKYpciB. MeTa
CTaTTi — MpoaHaIi3yBaTu MOCTHEeMiHiCTUUHY KiHOUHICTb Y Pi3HUX IMOIMY/ISIPHUX Teecepianax
i dinbmax TOro wacy, JIOKasi3yBaTM IXHIO iHTepIIpeTariilo >XiHOYHOCTI B iCHYIOUOMY Ha TOW
yac TOCTGEMiHICTUMHOMY OMCKYpPCi Ta TPOCTEXUTHU HOTO BIUIMB Ha CydyacHe PO3YMiHHS
deminHocTi. MeTonosnorisi LOCTiIKeHHSI CKIaJa€TbCsl 3 METOZIB IOPiBHSJIBHOTO aHalisy
Ta CUHTe3Yy, SIKi JO3BOAWIM BMUSIBUTM OCHOBHI pUCHU Ta K/IIOYOBI MOHSITTSI MOCTGEMiHi3MYy SIK
COL[iOKY/IBTYPHOTO SIBMIIIA. [CTOPUKO-KY/IBTYPHUIA MiIXiJl, @ TAKOK CMCTeMHMIT MeTOZ, O3BOINIIN
3pO3yMiTM BIUIMB IOCTGEMiHi3My Ha MacoBY KyJbTYPY i BiIC/IiIKyBaTU OTO B3a€MO3B’SI3KU
3 MyOMiYHNMY MefiagucKypcamu. EeMeHTr KpUTUYHOTO Ta KOHTEHT-aHali3y, @ TAKOX MeTO[,
MEeKOMITO3UIlii KOMIUIEKCHMX MPOIEeCiB 6y/lM BUKOPUCTAHI TSI OLIHKM TOCThEeMiHiCTUYHOI
Teopii SIK KOHLeNTyaabHO-MeTOLO0OTIUHOI OCHOBM /ISl MOJA/bIIOrO aHali3y Me[iallpOAyKTiB
y IXHbOMY B3a€MO3B’SI3Ky 3 MOCTQEMiHICTMUHMMM Ayuckypcamyu. HaykoBa HOBM3HA IONSTa€
B aHaJIi3i YHiIKaJIbHOTO HABGOPY UYTTEBOCTEI, XapaKTepHUX IJis TTocTdheMiHi3My, i 3acTocyBaHHi
IUX TEOPeTUYHMX 3HAHb IJIS MePeoCMMCIEHHS XKiHOUMX 00pasiB y JUCKYpCaX MOIM-KyIbTYPH,
MPOTIOHYIOYM TaKMM UYMHOM HOBMIA TiAXi# [0 PpPO3YMiHHSI SKiHOUHOCTI 3a MeXaMu SIK
maTpiapxaJibHMX HApaTMBiB, Tak i ¢peMiHi3My Apyroi i TpeTboi XBWIb. BUCHOBKM CTATTi AAIOTh
HOBMII TIOTJISIL HA TIOMYJSIpPHiI Ta Bimomi mpopyktu mepiainmyctpii 1990-x i 2000-X pokiB,
«TIeperasigalnTb» iX Yy paMKax MoCTGeMiHiCTMUYHOrO MiAXOAy Ta MPOMOHYIOTh HOBUI PaKkypc
iHTepmpeTariii GeMiHHOCTi Ha pyOeski MMHYJIOTO CTOJITTSI.

Kntouoei cnosa: beminizm; moctdeMiHisM; KiHOUHICTb; MOM-KY/IbTYpa; Mefia
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The purpose of the article is to characterise the development of modern holiday culture
under the influence of the Revolution of Dignity and to study its impact on modern cultural
processes in Ukraine. Holiday culture unites various historical and cultural stages of Ukrainian
society. At the same time, at the present stage of development, holidays acquire new expressive
and symbolic forms, unite citizens with common ideas, and create the spiritual core that unites
us into a conscious nation. The research methodology involves the use of general scientific,
historical, comparative, analytical, and axiomatic methods for a systematic analysis of the
impact of the Revolution of Dignity on the holiday culture of Ukraine in the 21 century. The
scientific novelty lies in the fact that the article outlines general trends in the development of
the Ukrainian holiday calendar after the Revolution of Dignity and in the context of the Russian-
Ukrainian war since today’s social challenges affect changes in the new holiday calendar of
Ukrainians. Conclusions. The article provides an analysis of the development of modern holiday
culture under the influence of the Revolution of Dignity and its impact on modern cultural
processes in Ukraine. The transformation of traditional and familiar holidays is revealed. On the
examples of the introduction of public holidays and anniversaries, the relationship between the
main events of public life and the country’s holiday calendar is demonstrated. It is proved that
Ukrainian holiday culture, as a phenomenon of the Ukrainian people, has an active influence on
the development and formation of the national identity of both the younger generation and the
adult population of the country. Thus, the uniqueness of the spiritual richness of the Ukrainian
holiday makes it an invaluable pedagogical asset for educating young people, preserving national
traditions for future generations.
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Introduction

The phenomenon of holiday culture is a kind of dialogue between history and
modern times, and is an integral genetic component of the Ukrainian people. Holiday
culture unites various historical and cultural stages of life of the Ukrainian society, and
at the same time, at the present stage of development, holidays acquire new expres-
sive and symbolic forms. Usually, holidays change under the influence of various social
events and reflect the feelings and moods of the present. It is the social challenges of
our time that are influencing the changes in the new holiday calendar of Ukrainians.
The Revolution of Dignity and the subsequent military aggression of the Russian Fed-
eration significantly affected the social, economic and political processes in our state,
and accordingly, there were changes in the holiday calendar of Ukraine.

Recent research and publications analysis. Research of modern Ukrainian holidays
in the cultural and scientific direction is reflected in the works of such authors as Z. Bo-
syk (2015) “Intangible cultural heritage of Ukraine in the context of social and cultur-
al development policy of the state”, I. Petrova (2019) “Cultural and leisure practices
in the system of public administration”, T. Haievska (2006) “Folk rites in independ-
ent Ukraine”, K. Haidukevych, (2016) “The specific nature of the organisation of mass
sports and art events”, O. Kis (2018) “Stolen holiday: historical transformations of the
meaning of the International Women’s Day (8 March)”, O. Limanska (2008) “Calendar
holiday as a component of Ukrainian ritual culture (on the material of Slobozhansh-
chyna)”, V. Pohrebnoi, (2013) “A holiday in a man’s life”. However, they all relate to
the development of Ukrainian mass holidays before the Revolution of Dignity. Modern
political and social changes have significantly affected the development and forma-
tion of the Ukrainian holiday calendar, the challenge ahead is to rethink the traditional
holiday culture of Ukrainians and consider innovative changes in Ukrainian calendar
holidays that have influenced the development of modern Ukrainian culture.

Purpose of the article

The purpose of the article is to characterise the development of modern holiday
culture under the influence of the Revolution of Dignity and to study its impact on
modern cultural processes in Ukraine. Research methods. The author of the article ap-
plies the general scientific method, and provides a systematic analysis of the influence
of the Revolution of Dignity on the Ukrainian holiday culture of the 21 century using
the comparative and axiomatic method. The scientific novelty lies in the fact that the
article outlines general trends in the development of the Ukrainian holiday calendar
after the Revolution of Dignity and in the context of the Russian-Ukrainian war.

Main research material
The holiday is an integral part of the modern cultural process and is a multi-

faceted and socio-cultural phenomenon that reflects the life moments of both individ-
uals and society as a whole. Holiday culture has its own historical, social and cultural
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sources, reflects a rich national cultural heritage that goes back deep into the past.
Holiday culture influences the development and formation of the human worldview,
reproduces the historical, moral, ethical and cultural values of the people, and is an
integral part of human existence.

Ukraine is a country with a multinational population. This feature determines
an extremely rich variety of regional traditions (political, cultural, religious, linguis-
tic, etc.). Accordingly, there is diversity and pluralism in the area of celebration. O. Ku-
rochkin (2014), who studied the features of modern holiday culture, drew attention to
the ideological eclecticism of the official holiday calendar of our country, which reflects
memorable dates and events of various content and origin. On the basis of the careful
analysis, it could be said that there are secular and religious, national and interna-
tional, political and cultural, rural and urban traditions. It is known that the calendar
has church holidays (mainly Orthodox) — Christmas, Easter, Trinity, etc.; holidays of
the Soviet calendar — Labour Day, International Women’s day; holidays of Ukraini-
an statehood — Constitution Day, Independence Day, Ukraine’s Unity Day, etc.), as if
the country today lives in several time dimensions. “Such a heterogeneous picture is
already at the highest official level of the national holiday system. In everyday life, tak-
ing into account the ethnic, confessional, political, professional, age-related, and now
a socio-economic mosaic of Ukrainian society, the real situation is much more compli-
cated” (Kurochkin, 2014, p. 7).

The events of the Revolution of Dignity in 2013-2014 became a turning point in
the history of our state. Thus, Russian military aggression, the occupation of part of
Ukrainian territories and military battles in eastern Ukraine affected the rise of nation-
al culture, which led to certain changes in the Ukrainian holiday calendar. As a result
of recent events, it has been replenished with new Ukrainian holidays. One of the first
was the Day of Dignity and Freedom celebrated on 21 November. The proclamation of
this holiday was intended to promote the establishment of the ideals of freedom and
democracy in Ukraine, preserve the memory of the fateful events in Kyiv and Ukraine
at the beginning of the 215t century, and convey true information to future genera-
tions. This day is a tribute to the patriotism and courage of citizens who stood up for
democratic values, human rights and freedoms, the European choice of our country in
autumn 2004 and in November 2013 - February 2014, and the national interests of our
state (President of Ukraine, 2014Db).

The Day of Heroes of the Heavenly Hundred commemorates the tragic events
of 20 February 2014, when during the Revolution of Dignity, on Instytutska Street in
Kyiv, human blood was shed and were numerous victims. The shooting of protesters,
the storming of a tent city, up to a hundred innocent victims were followed by the col-
lapse of the Yanukovych regime. The Heavenly Hundred has become a symbol of dignity
and freedom. This memorable day was set by the decree of the President of Ukraine
Petro Poroshenko on 11 February 2015 in honour of the great civic and national cour-
age, strength of mind of citizens who gave their lives during the Revolution of Dig-
nity, defending human rights and freedoms, the ideals of democracy, thanks to whom
“the course of the history of our state has changed” (President of Ukraine, 2015b). The
words heroism, sacrifice, patriotism became consonant with the heroes of the Heavenly
Hundred. For modern Ukrainians, their heroic deed has become an integral part of our
history. The right to live in a civilian society, freedom of expression, and aspirations for
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freedom have become an integral part of the lives of millions of our citizens. The Rev-
olution of Dignity and subsequent events of the hybrid war on the part of the Russian
Federation led to the development of the national movement, and the first volunteer
military units were created. Therefore, on 14 March, we celebrate the Day of the Ukrain-
ian Volunteer. The holiday was founded in order to further strengthen the patriotic spirit
of citizens, honour the participants of volunteer groups and draw public attention to
caring for them, and support public initiatives (Verkhovna Rada of Ukraine, 2017).

The Day of Defenders of Ukraine, which is a national holiday, was also established
by the Presidential decree (President of Ukraine, 2014¢) on the 14th of October in 2014,
a year later, in 2015, it became nationwide. On 14 July 2021, the Verkhovna Rada re-
named the holiday the Day of Defenders and Defendresses of Ukraine. The 14 of Octo-
ber combines three festive events, namely: the religious holiday of The Intercession of
the Theotokos, Ukrainian Cossacks’ Day, and the Day of the Creation of the Ukrainian
Insurgent Army. Thus, it becomes clear that the glorious Cossack past is combined with
the heroic present. For most Ukrainians, Defenders Day is perceived as part of our his-
torical past, so with the beginning of the war against the Russian invaders, the Feast
of the Intercession is perceived organically and meets the needs of society. Since 2015,
the holiday is celebrated at the state level. According to the fifth President of Ukraine
Petro Poroshenko: “The 14" of October, the intercession of the Most Holy Theotokos,
has been a holiday of defenders of the native land since Cossack times. Therefore, last
year, deliberately deleting from the Ukrainian calendar someone else’s, artificially in-
troduced holiday of the Russian occupying army, I chose the 14" of October” (Horo-
va, 2015). The courage of our soldiers and officers, heroism, self-sacrifice have become
integral symbols of the Ukrainian soldier.

Military holidays have become an integral part of the Ukrainian calendar. The Pres-
idential Decree of 22 November 2018 established the Day of Foreign Intelligence, which
is celebrated on 24 January. The introduction of the holiday is caused by the significant
contribution of intelligence officers to protecting the country’s national interests from
external threats, strengthening the state’s defence capability, as well as “starting mod-
ern traditions of honouring the achievements of Ukraine’s foreign intelligence” (Pres-
ident of Ukraine, 2018). The prerequisites of the holiday have historical roots, in 1919
when the first national intelligence unit appeared in the Ukrainian army. It was created
as part of the Political Department of the Directory of the Ukrainian People’s Repub-
lic (UPR). Thus, on the 24" of January, the foreign information department started its
work, the main idea of which was intelligence and counterintelligence against existing
enemies of the UPR, as well as against countries - potential adversaries. Therefore, this
is an important date, which refers us to our history and the struggle for our statehood.

The events of the Revolution of Dignity and Russian aggression in the East of our
country led to the restoration of the National Guard. Modern units of the National
Guard of Ukraine were created on 12 March 2014 by the law of Ukraine “On the Nation-
al Guard of Ukraine”. On the basis of the internal troops of Ukraine, volunteers who
stood up for the defence and integrity of their state. In accordance with the Presiden-
tial Decree of 18 March 2015, we celebrate the day of the National Guard of Ukraine on
26 March (President of Ukraine, 2015a).

Also on 29 July, Ukraine marks the Special Operation Forces (SOF) Day, which was
established by the Presidential Decree of 26 July 2016. This holiday was established to
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confirm the high appreciation by the state leadership of the role of the Special Opera-
tions Forces of the Armed Forces of Ukraine in ensuring the state’s defence capabilities
and to promote the further development of national military traditions. “The Special
Operation Forces consist of special units and information and psychological special
operations units” (President of Ukraine, 2016). The Special Operation Forces personnel
are an elite branch of the armed forces: motivated professional military personnel with
high training. They are able to organise and conduct subversive and guerrilla activi-
ties behind enemy lines, and free hostages. The main motto of the Special Operations
Forces of the Armed Forces of Ukraine is the battle slogan of Svyatoslav the Brave —
“I Come at You!”.

The Infantry Day is a modern military-professional holiday, celebrated on 6 May.
It is related to the events of 1648 when the Cossacks won the battle near Zhovti Vody
(Yellow Waters) under the leadership of Bohdan Khmelnitsky. The event of 6 May 1920,
was no less important for the Ukrainian army. It was the time when the First Winter
Campaign of the UPR Army ended. The holiday is established by the decree of the Pres-
ident of Ukraine dated 19 April 2019. Its purpose is to honour the courage and heroism
of the soldiers of the Land Forces of the Armed Forces of Ukraine, shown in the struggle
for freedom, independence and territorial integrity of Ukraine (President of Ukraine,
2019). During the active phase of hostilities in the Russian-Ukrainian war, on the 6" of
May, Chief of Staff of the Armed Forces of Ukraine, Lieutenant-General Serhii Shaptala,
noted that the infantry is a great and serious force in a difficult war for independence,
freedom, justice and the future, so Ukrainians respect the infantry. He thanked all the
infantrymen who defend the freedom of Ukraine in fierce battles and protect the entire
civilized world. He stressed that he is an infantryman and is proud of it (“Den pikhoty —
tse sviato”, 2022).

A memorable date is the 13" of June, 2014. Mariupol, a major port and industrial
centre (7% of the country’s total industrial output), was liberated by Ukrainian armed
forces. This became a turning point in the war in eastern Ukraine (Donetsk Regional
state Administration, 2018). For the first time, the holiday was solemnly celebrated at
the state level in 2016, on the second anniversary. In 2021, a military parade was held
during the solemn events. According to military journalists, “for the seventh year in
a row, this is a significant day not only for the residents of Mariupol, but also for the
whole Ukraine” ("Sviato svobody ta mohutnosti", 2021).

On the 5™ of July, 2014, the cities of Sloviansk and Kramatorsk, which had been
occupied by Russian special forces for almost three months, were liberated from pro-
Russian militants. This event was the reason to mark a memorable date in the Ukrain-
ian calendar. During the military operation, in July 2014, Ukrainian military units lib-
erated Kostiantynivka, Druzhkivka, Bakhmut from Russian militants. In the liberated
cities, the life gradually returned to normal, municipal and social services began their
work. “Since then, every year on the 5™ of July, local residents of the liberated cities, and
the whole of Ukraine, celebrate the day when the Ukrainian military saved Slavyansk
and Kramatorsk from terrorists. There is a festive procession in embroidered shirts,
with blue and yellow flags, as well as music concerts” (Mosondz, 2021).

In Ukraine, the volunteer movement began in the 90s, and it was officially recog-
nised on 10 December 2003 by a resolution of the Cabinet of Ministers. The Revolu-
tion of Dignity, the events of 2014, namely the military aggression in eastern Ukraine,
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caused a massive surge in the volunteer movement to support the Armed Forces of
Ukraine and Ukrainian volunteers. Volunteers bore a huge burden in the war with the
Russian occupier in eastern Ukraine. “The modern history of the struggle for Ukraine’s
independence proves to everyone that volunteering is one hundred percent the vo-
cation, the desire of a sincere and highly spiritual person to make the world a better
place, to help everyone who needs protection and support” (“Ukraina ta svit”, 2017).
Although the Volunteer Day, established back in 1985 on the initiative of the UN Gen-
eral Assembly, is an international celebration, it is widely celebrated in modern Ukraine
since 2014.

The Day of Crimean Tatar’s struggle for their rights is a memorial day in Ukraine,
celebrated annually on 18 May, the anniversary of the deportation of the Crimean Tatar
people in 1944. The Day of Crimean Tatar’s struggle for their rights was established to
support the struggle of Ukrainian citizens — Crimean Tatars for their rights as an in-
digenous people in the temporarily occupied Crimea. 70 years after the deportation by
the Soviet regime, the Crimean Tatars in the conditions of occupation of Crimea again
faced the threat of discrimination on their native land (President of Ukraine, 2014a).

Summing up the development of the Ukrainian holiday calendar, it can be noted
that the events of the Revolution of Dignity and military aggression brought to the
calendar many military holidays, professional holidays tied to various military units,
memorable dates related to hostilities in the east of our state. For example: Day of
Foreign Intelligence of Ukraine, Day of the National Guard of Ukraine, Infantry Day,
Day of Liberation of Mariupol from Russian invaders, Day of Liberation of the cities
of Slavyansk and Kramatorsk from pro-Russian terrorists, Day of Special Operations
Forces of the Armed Forces of Ukraine, Day of Remembrance and Reconciliation, Day of
the National Police of Ukraine, Dignity and Freedom Day.

Existing traditional holidays of Ukrainians have acquired a new patriotic content,
for example: Day of the National Flag, Day of the Armed Forces of Ukraine, Day of the
Ukrainian Cossacks, The Intercession of the Theotokos, Embroidery Day, International
Mother Language Day, Day of Ukrainian Writing and Language — have been celebrated
in a new format, and acquired a completely different meaning. Ukrainians have be-
gun to rethink and understand Ukrainian state symbols and public holidays in a new
way. Special attention should be paid, for example, to the celebration of the Day of the
National Flag. Previously, Ukrainian citizens perceived it in the context of celebrating
Independence Day, but the rethinking of our symbol was only after the Revolution of
Dignity and subsequent events. It is significant that young people are actively involved
in the promotion of modern Ukrainian holiday culture, through social networks they
organise flash mobs and events in support of the Ukrainian army, all-Ukrainian values,
and ideals. T. Hranchak (2017), DSc in social communications, PhD in history, argues
that festive culture fosters patriotism among the younger generation, and “the rise of
the state and patriotism calls for the unity of the people in the face of modern threats
and challenges” (p. 320).

Modern Ukrainian researcher of festive culture N. Stishova (2017) considers that
the main function of the holiday is to unite society, foster a tolerant attitude towards
people of any race or religion. The introduced new holidays clearly serve to unite the
citizens of Ukraine. At the same time, in order to preserve one’s identity, it is necessary
to preserve ancient traditions, so “professional ethnographers, folklorists, and cultural
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workers try to recreate the festive ritual culture using the method of purposeful recon-
struction of calendar customs” (p. 183).

Holidays recreate folk customs and rituals, reflect the Ukrainian mentality and
worldview, consolidate and unite Ukrainians around common interests both abroad
and in their country. They unite citizens with common ideas, create the spiritual core
that unites us in a conscious nation.

Conclusions

The article provides an analysis of the development of modern holiday culture un-
der the influence of the Revolution of Dignity and its impact on modern cultural pro-
cesses in Ukraine. The transformation of traditional and familiar holidays is revealed.
On the examples of the introduction of public holidays and anniversaries, the rela-
tionship between the main events of public life and the country’s holiday calendar is
demonstrated. New holidays have been added to the state calendar of public holidays,
mainly of a military nature or related to the events of 2014, which is fully consistent
with the process of decommunisation of society.

It is proved that Ukrainian holiday culture, as a phenomenon of the Ukrainian peo-
ple, has an active influence on the development and formation of the national identity
of both the younger generation and the adult population of the country.

The specific nature of Ukrainian holiday culture has a multicoloured palette, and
its uniqueness encourages Ukrainians to preserve and multiply the treasure of the na-
tional ethnic group. Thus, the uniqueness of the spiritual richness of the Ukrainian
holiday makes it an invaluable pedagogical asset for educating young people, preserv-
ing national traditions for future generations. Ukrainian holidays are a cultural fund of
national traditions, rituals, and beliefs, which originally regulated not only the leisure
time of Ukrainians, but also influenced the social and everyday aspects of people’s lives.
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Bilf{HM, OCKIJIbKM CaMe CyCITi/IbHi BUK/IMKM CbOTOJ€HHS BIIMBAIOTh Ha 3MiHM HOBOTO CBSITKOBOTO
KaJleHJaps ykpaiHuiB. BucHoBku. CxapaKkTepu30BaHO PO3BUTOK Cy4acHOI CBSITKOBOI KYJIBTYPU i,
BIUIMBOM PeBoutioliii rifHOCTi Ta JOCAiAKeHO 1i BIUIMB Ha Cy4acHi KyJIbTYypHi Mpoliecu B YKpaiHi.
ITokasaHo TpaHchopMaliito TpaAULiHNUX i 3BUUHMX JJ1s HAcC CBSIT. Ha MpuKiazax 3arpoBaykeHHs
Iep)KaBHMX CBAT Ta IaM’SITHMX [AaT IPOJEMOHCTPOBAHO B3a€MO3B’SI30K TOJIOBHUX IOZii
CYCIJIBHOTO XUTTS 31 CBSITKOBMM KasleHJapeM Kpainu. [loBefieHO, 10 yKpaiHCbKa CBSTKOBA
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Kpainn. OTsKe, yHiKaJIbHiCTh AYXOBHOTO 6araTCTBa yKPaiHChKOTO CBSITA POGUTH i10T0 HEOI[iIHEHHUM
MearoriyHMM TOPOOGKOM J[JIsl BUXOBAHHSI MOJOLi, 36epeXeHHs] HalliOHATbHUX TPaAMLiii st
MPUIiIEITHIX TOKOiHb.

Kniouosi cnosa: cBATO; CBSITKOBA Ky/lbTypa; PeBomoLis TigHOCTi; [Oep)kaBHe CBSTO;
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The purpose of the article is to find out the role of the Kievskaya Starina magazine in the study
of Ukrainian art and its popularisation, as well as to identify the main trends of the publication of
art studies materials in the magazine. The research methodology is based on both general scientific
(logical and dialectical) and special methods (systematic, historical, and comparative). Scientific
novelty. For the first time, the Kievskaya Starina magazine is analysed through the prism of publications
of an artistic nature, the main varieties and role of such publications in the formation of Ukrainian
art studies are identified. Conclusions. The Kievskaya Starina magazine, published in 1882-1906
during the existence of the Russian Empire under censorship and pressure on the Ukrainian cultural
movement, had a significant impact on the formation and development of Ukrainian art studies. There
are publications and documentary materials related to the development and state of Ukrainian art,
paintings and music (in particular, the work of bandurysts and kobzars), architectural monuments, etc.
The iconographic content of an artistic nature contains publications of reproductions of portraits of
figures of Ukrainian culture, science, and politics, artistic illustration drawings that reproduced scenes
from Ukrainian life, nature, architecture, individual household items, etc., in particular, there are
reproductions of drawings by T. Shevchenko. The article defines the peculiarity of the approach to the
publication of illustrative material, which serves not so much as an appendix to information, but as
a propaganda of Ukrainian culture. The focus is on the initiation of certain scientific areas, in particular
the iconography of the Ukrainian Cossack elite, during the functioning of the magazine. It is proved
that many Ukrainian cultural and artistic figures (D. Antonovych, I. Karpenko-Kary, M. Kropyvnytskyi,
M. Lysenko, O. Slastion, D. Shcherbakivskyi, etc.) of the late 19 — early 20* centuries are directly
connected with the publication of the magazine as authors or editorial members, which confirms
the special significance of Kievskaya Starina in cultural and art studies discourse. Today, it still has
scientific potential due to the concentration of a significant amount of relevant information.
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Introduction

The Kievskaya Starina magazine in 1882 actually became the first full-fledged
Ukrainian publication, which presented research and other materials related to the
history and culture of Ukraine. There were attempts to publish Kieviyanin (1840-1850,
3 issues) and Osnova (1861-1862, 20 issues). However, they lasted for a very short time
and were mainly aimed at covering historical topics and publishing literary works. In
fact, they did not pay attention to the issues related to Ukrainian art. Only since the
first issues of Kievskaya Starina they become a more constant topic in the public and
scientific environment of the late 19" — early 20" centuries.

The significance of Kievskaya Starina for Ukrainian society and Ukrainian science
has been repeatedly raised by scholars since the early twentieth century. And, of course,
the consideration of this topic has become relevant since the new independence of
Ukraine. Among the many publications on this subject, are the research of Maryna
Paliienko (2005), Valerii Lastovskyi (2008, 2011), and others. At the same time, until
now, the topic of art in the magazine’s publications has not been raised by scholars.
And this led to the fact that the scientific heritage of researchers who were published
in the magazine, in fact, falls out of the discourse of modern art studies.

Methodologically, the study is based on general scientific methods (such as logical
and dialectical), as well as special ones (such as systematic, historical and compara-
tive).

Purpose of the article

The purpose of the article is to find out the role of the magazine Kievskaya starina
in the study of Ukrainian art and its popularisation, and identify the main trends of the
publication of art studies materials.

Main research material

The appearance of the Ukrainian scientific and literary magazine Kievskaya starina
was predetermined by a number of circumstances of the public life of the Russian Em-
pire, which was influenced by both a certain liberalisation after the defeat in the Crime-
an War, and the implementation of a number of liberal reforms, including in education,
and the general development of Ukrainian national movements.

The magazine published materials of quite diverse nature — purely historical, lin-
guistic, folklore, archaeological, even artistic works, and so on. It can be argued that the
magazine has acquired a kind of encyclopaedic character in relation to Ukraine. Before
it, in terms of the information volume, the breadth of publication areas, and public dis-
tribution, there were no such editions in Ukraine.

Given the diversity of topics, it should be noted that there was no systematic ap-
proach to the coverage of art studies issues in Kievskaya Starina. Nevertheless, it was
the magazine that began to raise these issues most regularly. Of course, the Russian
Empire already had considerable experience in printing purely art studies publica-
tions. For example, the magazine Zhivopisnoye Obozreniye was published in Moscow in
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1833-1844, and in 1872 in St. Petersburg — the magazine Zhivopisnoye Obozreniye Stran
Sveta, which was renamed in 1875 to Zhivopisnoye Obozreniye, and under this name
was published until 1905. However, the printing of similar publications in Kyiv at that
time was not impossible. It is possible to note isolated cases of publications that, how-
ever, are exceptions, such as the publications of etchings Picturesque Ukraine by Taras
Shevchenko (1844) and Picturesque Ukraine by Lev Zhemchuzhnykov (1861-1862). The
first publication, however, was not art studies research, and the second still contained
some of its elements.

The fact that art was supposed to become an integral part of the content of the new
magazine was obvious from the very beginning of the idea of its publication. Of course,
the documents that preceded the permission of the authorities to organise and issue
the magazine specified its most important aspects, which were to emphasise primarily
political and ideological unity with the official position in the Russian Empire. This is
evidenced by the Programme of the magazine, presented by its founder and first editor
Feofan Lebedyntsev (1828-1888) on the 4" of August 1881. In particular, it was indicat-
ed that it should include, among other topics, publications about ancient monuments,
folk art, worldview, etc. In addition, throughout its publication, there would be portraits
of prominent figures, views of monasteries, churches and other buildings, reproduc-
tions of engravings, paintings, drawings, etc. (Paliienko, 2005).

Publications in Kievskaya Starina, which dealt with the issues of art, had primarily
historical and art studies focus. The magazine did not focus on the issues of the devel-
opment of the then art processes. This approach was already evident in the first issue
of the magazine in 1882. Then there was a material dedicated to the original portrait of
Bohdan Khmelnytsky in the second half of the 17" century (“K portretu Hmel’nickogo”,
1892). This publication was then symbolic. And this was noted at the beginning of the
publication, which stressed the need to present the image of the person who played the
defining role in the history of the Ukrainian (“South Russian” in the terminology of that
time) people. The art studies analysis was quite detailed. The author describes the por-
trait itself, its history, and compares it with other famous portraits. Having analysed the
entire composition, he concludes that “the very anachronisms in it prove the strongest
desire of the unknown creator to picture Khmelnytsky in such a way that he will always
be present in people’s memory” (“K portretu Hmel’nickogo”, 1892, p. 231).

Given some of the magazine’s publications, it can be argued that they actually
opened up entire areas of new research. In particular, this applies to the iconography of
the Ukrainian Cossack elite. If at the end of the 19" century, publications and research
of portraits of the Ukrainian starshyna were the first single attempts, then already dur-
ing the 20" — beginning of the 21% centuries their number was in the hundreds. Thus,
in addition to the analysis of Bohdan Khmelnytsky’s portraits, the magazine Kievskaya
starina published and considered portrait images of other iconic figures of Ukrainian
history.

In 1899 a study by Oleksandr Lazarevskyi (1834-1902) published in the magazine
for the first time raised the question concerning the portraits of Ivan Mazepa and their
authenticity (A.L., 1899). It should be emphasised that this publication was made in
conditions when it was possible to speak publicly about the hetman only in a negative
sense. Some of O. Lazarevskyi’s thoughts are now perceived as fair, and some — as er-
roneous (Kovalevska, 2011). Nevertheless, his research on portraits of Ivan Mazepa was
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the most thorough at the end of the 19* century. And it could be said that it gave an
impetus to further scientific research and reflection, thanks to which today we have the
most thorough monograph on this topic (Kovalevska, 2013).

A number of articles on portraits of Ukrainian figures were accompanying in na-
ture. The focus of Oleksandr Lazarevskyi’s attention was not so much on the portraits
themselves but on historical references to their characters — a general scribe Andrii
Bezborodko, the Lubny regiment colonel Maksym Illiashenko and the Hadiach regi-
ment colonel Mykhailo Borokhovych (1890, No. 1; 1890, No. 3; 1891, No. 1). To some
extent, the researcher also paid attention to the history of these portraits and their
location.

Some of the publications just touched on certain art studies issues. In particu-
lar, this concerns Taras Shevchenko’s portrait. It noted the original image of the poet:
“Shevchenko is depicted in a red kontusz (waist-length), in a hat and with a “osele-
dets”” (Babich, 1887). Regarding this publication, in 2016 art studies researcher Tati-
ana Chuiko (2016) noted that this “was the first mention of the interpretation of his
image” (p. 11).

In general, the publication of portraits of prominent figures of the past has been
one of the priorities of the magazine’s editorial board throughout its history. Accord-
ing to our estimates, at least 64 artistic portraits were published in Kievskaya Starina.
Among them, there are images of many famous figures of Ukrainian culture, science
and politics, in particular Vasyl Karazin, Hryhorii Kvitka-Osnovianenko, Feofan Lebe-
dyntsev, Mykhailo Maksymovych, Petro Mohyla, Hryhorii Skovoroda, Mykhailo Staryt-
sky, Taras Shevchenko and others. Taras Shevchenko’s portraits were published twice:
in 1892 — his own self-portrait and in 1893 — a portrait by Ilya Repin, which was paint-
ed by the artist shortly before, in 1888.

There were also a significant number of various artistic illustration drawings that
reproduced scenes from Ukrainian life, nature, architecture, and individual household
items of high artistic value. According to our estimates, at least 73 such illustrations
were published in the magazine for the entire period of its existence. These drawings
were quite diverse in their subject matter, which was due, of course, to the almost en-
cyclopaedic nature of the publication.

It should be noted that from our point of view, the illustrative material in the mag-
azine served not so much as an addition to the texts, as is customary, but as a promo-
tion of Ukrainian culture and history. This is best confirmed by printing illustrations
related to the name of Taras Shevchenko.

The images authored by Taras Shevchenko deserve special attention. The magazine
published, in particular, his drawings of the Hustynia Monastery, the gates of St. Bar-
bara with the church and Chyhyryn (1890, No. 2), the village of Andrushy (1890, No. 6),
the Subotiv church (1890, No. 9), the Intercession church and St. Michael’s church in
Pereiaslav (1891, No. 2), the barn in Potoky (1891, No. 12), Kateryna (1896, No. 2), the
Pochaiv Lavra (1897, No. 2), Kotliarevsky’s house in Poltava (1898, No. 7-8).

The publication of these drawings is also part of the programme vision of the mag-
azine’s content. In a special publication dedicated to the beginning of the implemen-
tation of this project (since Taras Shevchenko’s drawings were then in various private
collections), the author stressed that “Shevchenko’s artistic works complement our ide-
as about his inner world in many ways...they introduce us to the mysterious laboratory
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where his thoughts and feelings were matured and where the winged creatures of his
poetry flew from” (“K risunkam Shevchenka”, 1890, p. 357).

Other images published in the magazine include engravings by Josip Stadler of the
early 19 century dedicated to Poltava (1902, No. 7-9), lithographs of the Kyiv Academy
of 1692-1702 (1882, No. 2), drawings of monuments to Bohdan Khmelnytsky in Kyiv
(1888, No. 7) and Ivan Kotliarevsky in Poltava (1903, No. 10), cave paintings from the
Bakota Monastery (1891, No. 10), etc.

The art studies research of the magazine, in some cases, also concerned the man-
uscript heritage. For example, the publication that revealed the content of a drawing
depicting nine Greek muses, which was contained in a manuscript of the first half of
the 18™ century, is noteworthy. It is important that the author of the publication drew
attention to the Ukrainian-centric nature of the drawing: “Apart from the Malorussian
instruments given to the Greek goddesses, they are undoubtedly dressed as Malorus-
sians... Curiously, this image of Olympus, with its inhabitants, in a Malorussian way,
is the relegation of deities to the environment of everyday life, in which the Chernihiv
students were ahead of the original “remodeller” of the Aeneid — Kotliarevsky <...> the
compilers of the panegyric descended from the height of stupefying scholasticism to
their native soil, came to life and had a rest” (“Grecheskie muzy”, 1884).

A significant number of publications in the magazine were devoted to musical art,
including folk art. Approximately, at least 32 of them were published here. At the same
time, they focused not only on musical works and musical activities but also on events
related to them. Therefore, some publications have the informational potential that is
important for modern art studies. In 1903, there was a considerable public interest in the
study of folk music, and for this purpose, a search for information about bandurysts and
kobzars was started: “The rural teachers, who will be helpful in the study of kobzars and
lyre players, also eagerly took up this work. The people have preserved their everyday
relations with kobzars and lyre players in the Chernihiv gubernia and willingly give in-
structions on their places of residence and their activities” (“Lekcii o banduristah”, 1903).

Special mention should be made of the activities of a number of Ukrainian cultural
figures connected with art within the framework of Kievskaya Starina. We can name
the art historian Dmytro Antonovych (1877-1945), the art studies researcher Mykola
Biliashivskyi (1867-1926), the art historian Ivan Bozherianov (1852-?), the art historian
and playwright Volodymyr Botsianovskyi (1869-1943), the actor and playwright Kostian-
tyn Vanchenko-Pysanetskyi (1863-1928), the art studies researcher Vasyl Horlenko
(1853-1907), the playwright Ivan Karpenko-Kary (1845-1907), the playwright and di-
rector Marko Kropyvnytskyi (1840-1910), the composer and musician Mykola Lysenko
(1842-1912), the art historian and graphic artist Mykola Makarenko (1877-1936), the
painter Porfyrii Martynovych (1856-1933), the actor and director Leonid Pakharevskyi
(1883-1938), the art studies researcher Adrian Prakhov (1846-1916), the art histori-
an Yehor Riedin (1863-1908), the painter and architect Opanas Slastion (1855-1933),
the art studies researcher Danylo Shcherbakivskyi (1877-1927), the painter Ekaterina
Junge (1843-1913), the art studies researcher and artist Stepan Yaremych (1869-1939),
the theatre critic and theatre historian Oleksii Yartsev (1858-1907), and others.

As a result of their activity, the first effects of scientific discoveries appeared in the
magazine, which laid the foundation for future scientific research. For example, the fa-
mous art studies researcher Adrian Prakhov, the discoverer of the 12"-century frescoes
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of St. Cyril’s church in Kyiv, published his report in the magazine in 1883. Today, we
already have a significant number of works devoted to them.

It is worth drawing attention to the fact that it was in Kievskaya Starina that some
of the future researchers published their first scientific works. For example, Dmytro
Antonovych published in the magazine his article devoted to the work of Marko Kro-
pyvnytskyi (1896, No. 12).

In one way or another, everyone mentioned in the article was involved in the ac-
tivities of the magazine as an editorial employee, author of the publication, or donor.
And given this, it can be argued that the Kievskaya Starina magazine actually became
the centre of the foundation of the future Ukrainian art studies.

Conclusions

The Kievskaya Starina magazine, published in 1882-1906 during the existence of
the Russian Empire under censorship and pressure on the Ukrainian cultural move-
ment, had a significant impact on the formation and development of Ukrainian art
studies. There are publications and documentary materials related to the development
and state of Ukrainian art, paintings and music (in particular, the work of bandurysts
and kobzars), architectural monuments, etc. The iconographic content of an artistic na-
ture contains publications of reproductions of portraits of figures of Ukrainian culture,
science and politics, artistic illustration drawings that reproduced scenes from Ukrain-
ian life, nature, architecture, individual household items, etc., in particular, there are
reproductions of drawings by T. Shevchenko. The article defines the peculiarity of the
approach to the publication of illustrative material, which serves not so much as an
appendix to information, but as a propaganda of Ukrainian culture.

The focus is on the initiation of certain scientific areas, in particular the iconogra-
phy of the Ukrainian Cossack elite, during the functioning of the magazine. It is proved
that many Ukrainian cultural and artistic figures (D. Antonovych, I. Karpenko-Kary,
M. Kropyvnytskyi, M. Lysenko, O. Slastion, D. Shcherbakivskyi, etc.) of the late 19™ —
early 20" centuries are directly connected with the publication of the magazine as au-
thors or editorial members, which confirms the special significance of Kievskaya Starina
in cultural and art studies discourse. For many scholars, the magazine became the first
place to publish their research, influencing their future scientific careers.

Today, it still has scientific potential due to the concentration of a significant
amount of relevant information.
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Merta cTaTTi — 3’1CcyBaTU poib yaconucy «KueBckast crapuHar» y JOCTiIKeHHI yKpaiHCbKOTO
MMCTELTBA Ta Ji0ro MOy sipu3allii, a TAKOXK BUSBUTY OCHOBHI TeHZeH11ii y pO3MillleHHi MaTepiajiB
MMCTELTBO3HABYOrO XapaKTepy Ha Joro cropiHkax. MeTonosoris NOCIiIKeHHS CIMPaEThCs
SIK Ha 3araJIbHOHAYKOBI (JIOTiYHMIA i Jia/leKTMYHMIT), TaK i Ha cIieliaabHi MeToAy (CUCTEMHMIA,
icropuko-nopiBHsIbHMIT). HaykoBa HOBM3HaA. Brepuie npoananizoBaHo uvacomuc «KmeBckas
cTapuHa» Kpi3b MpU3My Iy6IiKalliii MUTEIIbKOTO XapaKTepy, BUSIBIEHO OCHOBHI Pi3HOBMIU Ta
pOJb TaKMX MyOGITiKalill Y CTAHOBJIEHHI YKPaiHChbKOTO MMUCTEIITBO3HABCTBA. BUCHOBKM. JKypHan
«KuneBckas ctapuHar, skuii BuXoauB Apykom y 1882-1906 pokax 3a uaciB icHyBanHs Pociiicbkoi
imMmiepii B yMOBax I1eH3ypH i1 TUCKY Ha YKPAaiIHCbKUI KyIbTYPHUI PYX, CIIPaBMUB 3HAUHMIA BILUIUB
Ha CTAHOBJIEHHS Ta PO3BUTOK YKPaiHCHKOI'O MMCTeLITBO3HABCTBA. Ha ii0ro cropiHKkax HasiBHI
my6/ikalii Ta JOKyMeHTalbHi MaTepiaiu, M0 CTOCYIOTbCS PO3BUTKY Ta CTAaHy YKpaiHChKOTO
MMCTEIITBA, TBOPiB KMBOIUCY 1 My3MKM (30KpeMa, TBOPUOCTi 6aHIyPUCTiB Ta K063apiB), MaM’SITOK
apxitTexktypu Tomo. Cepen BiaacHe iKOHOrpadiyHOTO KOHTEHTY MUCTELIbKOTO XapakTepy —
my6sTiKalii permpoayKIliii TOPTPETiB AisuiB YKpaiHCbKOT KY/IbTYPH, HAYKM Ta MO TUKY, XYTOXKHIX
inmocTpaliii-MaaloHKiB, Ha SIKMX BiJTBOPIOBAJIMCSI CLIEHM 3 JKATTS Ha YKPaiHCbKUX 3eMIISX,
MIPUPOJA, apXiTeKTypa, OKpeMi Mo6yTOBi pedi Ta iH., 30KpeMa, BMillleHO PerpoayKIlii MaTIOHKiB
T. llleBueHKa. BusHauaeThCs OCOGMUBICTD MiAXOMY 10 PO3MIIlEHHS ITFOCTPATUBHOTO MaTepiaiy,
SIKMIL CIyTye He CTUIbKM JOJATKOM 1o iHdopmalii, CKiJibKM IporaraHion yKpaiHCbKOi
Ky/JbTypU. AKLIEHTOBaHO Ha 3aMOoyaTKyBaHHi came B yac (QYHKIIIOHYBaHHSI 4acCOMMUCY OKPeMUX
HayKOBMX HampsIMiB, 30kpema ikoHorpadii ykpaiHCbKoi Ko3alpkoi eniTu. [oBeneHO, Mi0
6arato YKpaiHChKUX KYJAbTYPHO-MMCTelbKuX nisuiB ([. AHToHOBuUY, I. Kaprenko-Kapwmii,
M. KpormmBHuuiipkuit, M. Jiucenko, O. Cnacrion, [I. lllepbakiBcbkuii Ta iH.) KiHis XIX — moyaTky
XX cT. 6e3mocepeHbO MOB’SI3aHi i3 BMIAHHSAM SKypHaly SIK aBTOPM UM WIEHM pefakiiii, 1o
€ TiATBepIKeHHSIM O0CO6IMBOr0 3HaueHHsI «KueBCKO# cTapuHbl» B KyJbTYPOJOTIYHOMY Ta
MMCTeLITBO3HABUOMY AMCKYpCi. 3 OIVISIAY Ha 30CepelKeHHs Ha CTOpiHKax 4acomucy 3HavHOi
KiJIbKOCTI BifmoBigHoi iHGopMallii, BiH i cborogHi Mae HayKOBUIi TIOTEHITiaJl.

Kniouosi cnosa: uacommc «KueBckasi crapuHa»; YKpaiHCbKa Ky/lIbTypa; MMUCTELTBO;
MMCTeLITBO3HABCTBO
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The purpose of the article is to analyse a number of collections of scientific works that
have actualised culturally oriented issues. The research methodology is based on general
scientific principles, namely terminological and systemic, and has determined the use of such
research methods as analysis, synthesis, and generalisation. Emphasis is placed on the potential
of a personalised approach, which outlines the theoretical and practical interests of domestic
scientists, and allows adjusting the research space of Ukrainian humanities. Scientific novelty. The
process of developing arguments on the special features of the interaction of different humanities
in the field of culturology and the gradual development of the principles of culturological
analysis is reproduced on the example of regular scientific publications. Conclusions. The subject
of collections of scientific articles of 2019-2021 showed a noticeable interest in the following
theoretical issues, namely: further improvement of the conceptual and categorical “support”
of cultural research, reconstruction of the process of formation of the phenomenon of “turn”
with an in-depth analysis of “anthropological”, “linguistic”, “cultural” turns and identification
of “pros” and “cons” of such a theoretical construction. A prominent place is occupied by issues
that reveal the “intersection zone” of cultural studies with other humanities: philosophy, history,
psychology, and art studies. Significant publications are those that focus on the history of culture
as the basis for the formation of cultural studies. A significant segment in modern cultural studies
belongs to the issue of the specific character of art, which organically combines the history and
theory of culture, having a clear significance for outlining the ways of further development of
Ukrainian art studies.

Keywords: cultural studies; scientific and theoretical, scientific and practical issues;
systematisation; the communicative function of collections of scientific works

Introduction

The problem space of Ukrainian culturology, as is known, is wide enough, which
requires constant attention to the theoretical positions that are matters of interest to
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its researchers. Deliberately emphasising the current scientific and theoretical issues,
the author of the article believes that due to “current” can be traced “bias”, and this
makes it possible, on the one hand, to show what remains unnoticed by scientists, and
on the other, to direct the work of PhD students or doctoral students in the right direc-
tion: this is a real way to avoid repetitions and lack of progress for the development of
specific scientific schools.

Recent research and publications analysis. Since the content of this article is based
on publications in periodicals that attract attention both by their relevance and the
author’s approach to understanding the stated topic, the relevant publications will be
analysed in the process of presenting the works of 2019-2021.

The article does not cover all collections of scientific articles in the Ukrainian
space, but only that part of them that has a consistent cultural direction.

Purpose of the article

The purpose of the article is to analyse a number of collections of scientific papers
that purposefully actualised culturologically oriented issues during 2019-2021, outline
the “problem field” and systematise those areas in the research process that are per-
ceived theoretically promising.

Main research material

The concept of “problem field” used in the title of the article does not provide for
the analysis of all articles presented in collections of scientific papers, but only those
whose authors have either already identified a theoretically promising issue, or the issues
raised by them allow “seeing” it and encourage other scientists to develop the outlined
direction. This idea is detailed using a specific example. It is known that since the be-
ginning of the active entry of cultural studies into the context of Ukrainian humanities,
the attention of scholars has been focused on identifying those humanities with which
culturology actively cooperates. This theoretical aspect is clearly embodied in the article
by M. Brovko (2007) “Culturology in the system of humanitarian knowledge”, in which he
showed the prospects of both “the process of detailing, deepening the study of culture —
that is, its differentiation, and the process of integrating knowledge about culture” (p. 97).
M. Brovko operates with the formal and logical structure of “subject parameters of cul-
tural studies”, thanks to which the synthesis of knowledge from various sciences in the
“problem field” of cultural studies is perceived as quite an appropriate idea.

The article writing requirements limit our ability to expand various points of view
related to M. Brovko’s theses. However, we consider it necessary to refer to the arti-
cle by M. Chikarkova (2019) “The term “modern culture”: semantic content and the
chronological problem”, which showed the relevance of the study of the conceptual
and categorical apparatus of cultural studies and confirmed a rather symptomatic fact:
despite the fact that 12 years of intense research have passed between the articles by
M. Brovko (2007) and M. Chikarkova (2019), the scientific space of culturology has
many “white spots”, the filling of which keeps scientists in constant tension.

76



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

In the same year, 2019, an article by N. Otreshko (2019) “Transculturality as a mod-
ern theoretic concept in an interdisciplinary academic space” was published in the col-
lection of scientific works The Culturology ideas issued by the Institute for Cultural Re-
search of the National Academy of Arts of Ukraine. The article was dedicated to the re-
animation and actualisation of the concept of “transculturalism”, which, using the root
structure of “culture”, attempts, so to speak, to adapt to modern positive and negative
examples of cultural creation. Summing up his scientific research, N. Otreshko (2019)
defines three positions of argumentation of the concept of “transculturalism”:

- first, the expediency of using the concept of “transculturalism”, which “will
help solve the main question of modern cultural studies: how is it possible to study
cultures that are constantly transforming and changing, flowing into each other”;

- secondly, it is necessary to take into account the existence of deep ideological
contradictions between neoliberals and postcolonialists, which complicates the situa-
tion, since separate centres for studying modern culture are being formed,;

- and thirdly, the study of the phenomenon of “transculturalism” is not only the-
oretical, but also purely practical, since it helps to solve the issues of transcultural com-
munications (p. 95).

Based on the article by M. Brovko (2007), which was published in 2007, it is shown,
how the outlines of his position were transformed and formed into promising ideas that
expanded the potential of cultural studies. However, the presented block of issues is one
of the directions that is clearly “visible” in the subject of collections. In addition, it is
necessary to demonstrate another block that has both theoretical and practical aspects.

Thus, during the round table “Aesthetics in Ukraine: present and future”, which
was organised by the Philosophical thought journal on 25 September 2009, the need to
focus on culturology’s interdisciplinary contacts with aesthetics and art studies, which
“maintain” the entire specific structure of arts, was clearly outlined. Gradually, the
issues related to the identification of the interaction between “cultural studies — art
studies” began to appear in the “problem field” of Ukrainian humanities. That applies
particularly to taking into account the experience of the history of culture, which was
accumulated during the centuries-old civilisational stages, thanks to which culturology
was able to bring, so to speak, new motives in the space of art studies and aesthetics.

In this context, it is worth mentioning the publications of V.Lychkovakh,
0. Malanchuk-Rybak, M. Ternova, S. Stoian, S. Kholodynska, which during 2019-2021 —
this is the chronology of this article — showed ways to reconstruct a number of issues
related to the interaction of cultural studies with other humanities.

In our opinion, M. Ternova’s article (2019) “Culture studies and art studies in struc-
ture of modern Ukrainian humanities” deserves special attention, in which the author
offers her vision of ways to implement a number of important research tasks:

- first, M. Ternova (2019), analysing specific publications, shows a rather high
level of study by Ukrainian scientists of the essence of culturology, in general, empha-
sising their consistent interest in the facts of the interaction of this science with the
aesthetic and art studies sphere, in particular;

- secondly, carrying out a comparative analysis of “culturology-art studies”,
M. Ternova (2019) reconstructs the historical and cultural stages when, on the one
hand, the humanities tended to synthesise their capabilities, and on the other, cultural
creation tried to rely on the principles of theoretical and practical parity, due to which
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a particular person acted as both a theorist and an art practitioner. If to the list of names
used by M. Ternova (2019) — T. Gautier, S.Baudelaire, E. Zola — add V. Kandinsky,
S. Mallarme, K. Malevich, T. Mann, A. Matisse, M. Proust, M. Semenko, and I. Franko,
the concept of “theoretical and practical parity”, the meaning of which is emphasised
by L. Levchuk, O. Onishchenko, S. Kholodynska, really turns out to be a powerful basic
principle in the context of “problem field”.

- third, an important aspect of the article under consideration is the appeal of
its author to the legacy of the famous English esthetician, art theorist and historian of
science R. G. Collingwood, whose monograph Principles of art (1938) at the turn of the
20"-21% centuries received pan-European publicity.

It should be noted that M. Ternova (2019), on the one hand, convincingly argues
the powerful cultural subtext of Collingwoo’s monograph — being a historian of science,
he was guided by a retrospective approach in the consideration of the issues, — and on
the other hand, his attitude to the potential of “inter-science”, outlining the plane of
interaction between history, aesthetics, psychology and various structural components
of art studies (pp. 131-132).

It should be emphasised that during 2019-2021, scientists were interested not
so much in art studies as a holistic phenomenon, but in its manifestation and role in
specific types of art. During this period, a number of theatre studies articles, first of
all, of the Scientific Bulletin of the Kyiv National Karpenko-Karyi Theatre, Cinema and
Television University, provided analysis of the important stages in the history of the
theatre based on the principles of a personalised approach. The authors of these arti-
cles — T. Batytska, V. Bubnova, M. Mishchenko, L. Ovchiieva, in our opinion, reasonably
“fit” the creative search of the specific directors or leaders of successful theatre groups
into a particular historical and cultural stage, reproducing the aesthetic and artistic
atmosphere of that time. In the space of such a theatrical task, L. Ovchiieva’s scientific
research (2020) “Liubov Linytska is a performer in plays by Jewish playwrights (the
Sadovsky’s theatre is the first Ukrainian stationary theatre in Kyiv (1909-1915))” de-
serves support and positive evaluation.

Among the articles in the field of film studies, we will focus on the scientific re-
search of T. Kokhan (2020) “Culturological guidelines of modern Ukrainian film stud-
ies”, which was published in the collection of scientific works Ukrainian cultural studies.
In recent years, this is one of the few articles that outlines a number of important cul-
tural aspects in the field of film studies:

- first, systematising the research space that was formed during 2005-2020,
T. Kokhan (2020) justifies the “interaction zone” between cultural studies and film
studies, emphasising the fact of “supporting the interest of artists in the issues of oth-
er humanities — cultural studies, philosophy, aesthetics, psychology, sociology”, since
such a “collective stimulus” as “film — humanities”, which takes into account the po-
tential of humanities knowledge, will have a significant aesthetic and emotional, and
educational potential (p. 20);

- secondly, it is expedient to support the following thesis of T. Kokhan (2020),
according to which “an analysis of a number of works by Ukrainian film critics gives
grounds to assert that they are characterised by both the relevance of the issue and the
integrity of its “grasp”. At the same time, film studies do not bypass the potential of the
principles of culturological approach” (p. 22);
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- third, in our opinion, the “principles of cultural approach” that are — to some
extent — stated in the article by T. Kokhan (2020) are also likely, namely: inter-scien-
tific, dialogic, continuity of historical and cultural stages, the significance of the “au-
thorship” in cinema. In this context, the creative and search load of personalisation,
a structural element of the biographical method, is emphasised.

A fundamentally important emphasis in the space of Ukrainian humanities in
2019-2021 was made regarding “turns” — an idea that began to take shape in the first
half of the twentieth century. Since the phenomenon of “turn” is used quite actively
and in various aspects in the field of Ukrainian humanities, we will focus on the col-
lection Ukrainian Cultural Studies, which is a basic publication on the issues of cultural
studies of the Taras Shevchenko National University of Kyiv. Several of its issues have
shown that the organisers of the publication try to expand the author’s space, perform-
ing the communicative function of the collection, and to go beyond the discussion of
only theoretical issues: Ukrainian Cultural Studies presents a section “Practical cultural
studies”, which allows the specialists to join the controversial issues of the aesthetic
and artistic orientation of television, the possibilities of media technologies, the expe-
rience of cultural expertise.

0. Shynkarenko’s article “Ethical explications of “visual turn” in contemporary
culture” (2020) published in the Ukrainian Cultural Studies continues the analysis of the
issues raised by the author in the article “Cultural turns as a request for culturology”
(Shynkarenko, 2018). It should be noted that this collection publishes articles on one
topic by the same author in several issues, so to speak, “with a continuation”. Regarding
the issue of “cultural turn”, the presence of two articles allows us to holistically present
the issue that is clearly relevant in the space of not only Ukrainian, but also European
humanities.

0. Shynkarenko (2018) emphasises that the “metaphor of “turn” in the 50s of the
last century “was used in philosophical discourse by M. Heidegger, gradually stimulat-
ing scholars to transform “metaphor” into “concept”, and the construction of “turn”
was supposed to confirm the fact of transition to the need to master a new sphere of
reality. Today, “ontological”, “linguistic”, “iconic”, “cultural”, and “visual” turns func-
tion in the field of cultural studies. The actualisation of the problem of “turn” is also
confirmed by the fact that some European culturologists (S. Van Tuinen), who since
the early 90s argued for the end of “postmodernism” and the transition of “post+post-
modernism” to “metamodernism” — a new stage in the development of this model of
culture. This “transition” is proposed to be considered as a “craft turn”.

The key word in O. Shynkarenko’s article “Ethical explications of “visual turn” in
contemporary culture” (2020) is “ethical”, because this is almost the first attempt to
emphasise the complex of issues that turns out to be the most significant in the con-
text of “visualisation” of cultural creation. O. Shynkarenko (2020) is right in saying that
in the process of discussing “the originality and changes in the nature of the modern
cultural practice, the issue of the relationship between ethos and aesthetics in human
perception and experience of the world is increasingly raised” (p. 47).

It is necessary to support and positively evaluate the attempt of O. Shynkarenko
(2020) to actively use, considering the “adjustment of compliance of visual practices”
with the principle of “kalokagathia” — the inseparability of ethos and aesthetics”. In our
opinion, the conclusion that sums up arguments on the pros and cons of cultural visual-
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isation is important, namely: “The introduction of these concepts into today’s discourse
implies their more expanded understanding than a reference to morality, ethics or aes-
thetics. Moreover, with regard to the latter, to date, the arbitrariness in their interpreta-
tion and use does not contribute to productive coverage of existing problems” (pp. 47-48).
In our opinion, there is no doubt that both the issue of “turns”, in general, and the influ-
ence of “visual turns” on the theoretical and practical space of modern culture will not
end there, but will continue to be present in the “problem field”.

As both European and Ukrainian humanities are increasingly involved in the anal-
ysis of a wide range of issues related to the analysis of changes in the dynamics of
the cultural orientation of modernism — postmodernism — post + postmodernism —
metamodernism, during 2019-2021, interest in the avant-garde — the most expressive
historical and cultural stage of modernism — has noticeably increased.

It should be recognised that during 2019-2021, a number of publications appeared,
the authors of which are known for their scientific research in the field of historical and
theoretical trends of the avant-garde movement. It is not only about deepening the
material on the period between 1905 — the publication of the foundations of “fau-
vist” aesthetics — and the dynamics of the development of surrealism of the 1920s and
1930s, but also about the influence of the avant-garde on postmodernism and meta-
modernism. Obviously, it is no coincidence that D. Quayola, a well-known English met-
amodernist of Italian origin, has constant, so to speak, contacts with the heritage of
representatives of the Russian avant-garde, in particular, with the work of K. Malevich.

Making a brief review of the articles devoted to deepening ideas about the space
of avant-garde art, it should be emphasised that the thorough scientific research of
0. Onishchenko (2019) “Dadaism in the dynamics of the development of European
avant-garde”, which focuses not so much on the artistic practice of Dadaists, but on
the theoretical ideas of those art studies scholars who, first of all, in the wake of the
establishment of certain means of Dadaist aesthetics, tried to understand the essence
of those “claims” which were put forward by its supporters regarding the models of
artistic development of certain types of art on the eve of the appearance of Dadaism.

0. Onishchenko (2019) notes: “Reconstructing both the history of Dadaism and
the features of its development at the initial stage, it is worth stating that the complex-
ity and inconsistency of the European avant-garde movement make its further study
expedient, revealing new aspects of this complex phenomenon, which will never lose
its relevance” (p. 61).

Accepting the approaches proposed by O. Onishchenko to the analysis of avant-gar-
de according to the method of “projection of time”, S. Kholodynska, (2021) in the article
“From avant-garde to realism without borders: modification of philosophical support
of French cultural formation” quite convincingly reproduces the reasons for putting
forward in the context of the avant-garde “the idea of “realism without borders” —
a concept that aggravated the situation among supporters of realistic methodology in
art” (p. 109).

In our opinion, S. Kholodynska (2021) fairly states that a wide range of issues re-
lated to realistic methodology in art remained on the margins of Ukrainian humanities,
and this prevented the objective recreation of the logic or illogicality of the process of
European cultural creation right up to 1974 — the year of the official proclamation of
the principles of postmodernism. There is every reason to evaluate “realism without
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borders” as a kind of “flexible bridge” between avant-garde and postmodernism. A posi-
tive aspect of S. Kholodynska’s (2021) research is that elements of the heritage of Roger
Garaudy (1913-2012), an outstanding French theorist and author of such studies as
“Grammar of Freedom” (1953), “The answer to Jean-Paul Sartre” (1962), and “Realism
without borders” (1966), have been introduced into the space of Ukrainian humanities.
Thus, the development of the avant-garde movement in its dynamics from the begin-
ning of the last century to the 70s is a significant direction in current scientific output.

Obviously, attention to avant-garde and its modifications prompted Ukrainian
scholars to realise the need to fully reproduce the process of cultural creation over the
past century and explain the extremely contradictory phenomena that characterise ar-
tistic culture at the turn of the 20" and 21* centuries. This direction is implemented in
I. Petrova’s article (2020) “Identification of Metamodernism as a Cultural Practice”, the
purpose of which is to “describe the essence and analyse the structure of metamodern-
ism as a modern trend in the context of cultural practices” (p. 68).

For this purpose, I. Petrova (2020) makes a brief review of the positions of European
scholars regarding the expediency of highlighting “metamodernism” as an independ-
ent stage of cultural creation, focusing attention, at the same time, on “cultural practic-
es”: performances by Hollywood actor S. LaBeouf, “Technoimages” by Danish-Icelandic
artist O. Eliasson, the creation of “closed heavenly space” by J. Turrell and others.

According to I. Petrova (2020), “the internet is also a metamodern cultural phe-
nomenon, the main feature of which is the ability of an individual to move intensively
along independently chosen cultural paths, believing in the vivid illusion of individual
control, management, and direct involvement in the cultural world” (p. 72). Using the
term “illusion”, I. Petrova (2020), unfortunately, does not add it to the “keywords” of
her article. At the same time, she, quite reasonably, actualises the essence of metamod-
ern practices, which — in some places — create only the “illusion of culture”.

In the publications of the period, which we have singled out to present the direc-
tions of development of Ukrainian culturology, theoretically significant is the article
by O. Onishchenko (2021) “From post to metamodernism: the process of cultural re-
search”, which continues the analysis of the essence of metamodernism and the rea-
sons for the transformation “postmodernism-post+postmodernism- metamodernism”.
For several years, this “transformation” encouraged discussions about the future of Eu-
ropean culture, and also forced scholars from different countries to adapt to the mod-
els of the new conceptual and categorical apparatus. O. Onishchenko (2021) focuses
on a number of concepts, due to which “a fundamentally new aesthetic and artistic
stimulus is formed: “history + plastic + personalised interpretation = historioplasticity”
(p. 62). The articles of O. Onishchenko (2021) and I. Petrova (2020) showed the need
for further study of those processes that most clearly reveal the essential features of
metamodernism.

Conclusions
Proceeding from the purpose of the article, which is to analyse a number of collec-

tions of scientific papers that purposefully actualised culturologically oriented issues
during 2019-2021, outline the “problem field” and systematise those areas in the re-
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search process that are perceived theoretically promising, the process of developing ar-
guments (from 2007) on the special features of the interaction of different humanities
in the field of culturology and the gradual development of the principles of culturolog-
ical analysis is reproduced on the example of five regular scientific publications. This
issue is still present in the “problem field” of today’s Ukrainian humanities, shaping an
important theoretical direction.

The article demonstrates that in addition to general theoretical issues, an inde-
pendent sector of the “problem field” is the correlation of culturology with related hu-
manities, primarily with art studies and such part of it as film studies. Among other
components of art studies, this aspect is most clearly presented in the publications of
2019-2021.

Emphasis is placed on those articles whose authors, focusing on the historical and
theoretical problems of avant-garde, reveal its stimulating role — on the example of the
concept of “realism without border” — in clarifying the place of realistic methodology.
The examples of scientific research devoted to metamodernism — a new stage in the
development of postmodern artistic practice — are reproduced.
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Meta cTaTTi — mpoaHaNli3yBaTM HM3KY 36ipHMKIB HAyKOBMX Ipallb, SIKi aKTyaai3yBaau
KyJIbTYPOJIOTiYHO 30pi€eHTOBaHy Mpo6ieMaTuKy. MeTOmomoris MOCTIIKEHHSI IPYHTYETbCS
Ha 3araJibHOHAyKOBUX MPUHIUIAX — TEepPMiHOJOTIYHOMY Ta CHUCTEMHOMY, i1 06yMOBMIIa
3aCTOCYBaHHSI TaKMX MEeTO[iB JOCIIIKeHHS, SIK aHali3, CMHTe3, y3arajbHeHHsl. HarosomieHo Ha
MOTeHIliali IepcoHaNi30BaHOrO MiAX0MY, 3aBISIKN SIKOMY OKPeCIIOI0ThCS TEOPeTUKO-TTPAaKTUYHI
iHTepecu BITUM3HSIHMX HAyKOBIIiB, ILI0 JO3BOJSIE KOPEryBaTM OOCTISHUIIbKUIL MPOCTip
yKpaiHcbKoi rymadicTuku. HaykoBa HoBu3Ha. Ha mpukiazi perynsipHuMx HayKOBMX BUIAHb
BiITBOPEHO IMPOIIeC PO3TOPTAaHHS apTYMEHTIB 070 crielndiku B3aeMOIii pi3HMUX r'yMaHiTapHUX
HAyK Ha TepeHax KyJbTypOJOTii i MOCTYyINOBe BiANpalloBaHHS 3acajli KyJIbTYpPOJIOTiYHOTO
aHamizy. BucHoBku. TemaTuka 36ipHMKIB HaykoBux crareit 2019-2021 pokiB BusABWUIA
MOMITHMIA iHTepec 4O HACTYIHUX TeOPeTUUHMX MUTaHb, a came: IOJaablie yIOCKOHAIeHHS
MOHSATITHO-KaTeropialbHOTO «3ab6e3MeYeHHs» KyJIbTYPOIOTiUHUX NOCIiIKeHb, PEKOHCTPYKILis
TIpoliecy CTaHOBJEHHS (eHOMEHY «ITOBOPOT» 3 MOTMOIEHUM aHaIi30M «aHTPOIIONOTiYHOTO»,
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«TIHTBICTMYHOTO», «KyJbTYPHOTO» ITIOBOPOTIB Ta BUSIBJIEHHS «3a» i «IIPOTU» TaKOl TEOPeTUYHOI
KOHCTpyKii. TlomiTHe Miclle mocigae mpobGieMaTuka, WO PO3KPUBAE «30HY IE€PEXPECTSI»
Ky/JAbTyposorii 3 iHmMMM rymMaHiTapHMMM Haykamu: ¢inocodiero, icTopi€ro, MCUXOMOTiEl0,
MMCTEITBO3HABCTBOM. 3HAUYIIMMM € IMyOiiKallii, B IKMX aKI[eHTOBAHO Ha icTopii KyabTypu SIK
MiJIPYHTI CTAHOBJIEHHS Ky/IbTypoorii. [IOMiTHMIT CerMeHT y Cy4JacHiii KyJIbTypOJIOTii HaJIeXXUThb
npo6ieMi BUIOBOI crienindiky MUCTEI[TBA, sIKa OPraHiYHO MTOETHYE iCTOPik0 Ta TEOPil0 KYIbTYPH,
MalouyM BMpa3He 3HAueHHS IJIs1 OKpeCIeHHS LUISXiB IMONAJIbLIOTO PO3BUTKY YKPaiHCBKOTO
MMCTeLITBO3HABCTBA.

Kntouosi c108a: KyJbTypoJIOTisi; HAYyKOBO-TEOPETUYHA Ta HAYKOBO-IIPAKTUYHA ITPOOIeMaTHKa;
cycTeMaTu3allis; KOMYHiKaTMBHA QYHKITiS 36ipHUKIB HAYKOBUX TIpallb
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The purpose of the article is to consider the current phenomenon of crypto art from an
artistic point of view. The research methodology includes historical, art studies, and comparative
analysis. The scientific novelty of the article is that the fact of the emergence and development
of a new phenomenon that attracts the attention of an increasing number of artists has been
established, and a systematic analysis of its existing challenges and advantages over the
traditional art market has been carried out. Conclusions. We are at the beginning of a multi-year
process. The trend is gaining momentum, increasingly drawing humanity into a technological
singularity, where, on the one hand, the war in all its forms and manifestations does not end,
and on the other — the synergy of passionaries opens up new unprecedented horizons for joint
creative work and monetisation of their artistic skills. The popularisation of NFT by a “magical”
force has attracted the attention of independent creators to new communication channels and
the formation of new decentralised communities, which usually demonstrate a high level of
cooperation and culture in general. Digital art has rarely received as much attention as it does
now. The NFTs may disappear, but the critical dialogue they have created will remain in our
collective memory, and the value and legitimacy they have brought to digital art through this
conversation may have changed their social perception forever. The new paradigm first of all
emphasises that “value” as a property and characteristic of objects or phenomena in modern
conditions is increasingly determined not by the past, but by the future. This is what determines
the “paradigm shift” — the present in the future is much more important than the traditional in
the past.

Keywords: cryptoart, crypto art, values, tokens, non-fungible token (NFT)

Introduction
Modern technology has revolutionised what can be compared to Gutenberg’s dis-

covery of the printing press five centuries ago, and this process is irreversible. Nowadays
online culture is in its infancy, but the pace of its formation, inspired by the exponential
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development of the online space, is swift (Beniuk et al., 2021). The present paper fo-
cuses on the natural expansion of cryptocurrencies, fuelled by the global rethinking of
values during the COVID-19 pandemic, which has given rise to such a phenomenon as
cryptocurrency. And it should be noted that the controversy over the future of technol-
ogy, as rightly noted by Y. V. Trach (2016) concerns not so much the technology itself
as the future of civilisation. Today, it is difficult to single out the field of science that
most actively and effectively explores non-fungible tokens as a modern phenomenon
of the virtual world: financiers consider the relationship between representative cryp-
tocurrencies in terms of profitability and volatility, economists explore, among other
things, the impact of the built-in mechanism of bitcoin mining on the environment;
collectors, owners of world-class auction houses, and artists are involved in the “pro-
motion” of NFT sales; lawyers are looking for a basis for sales, etc. In recent years,
famous artists, popular singers, tech start-ups, and single creative personalities have
started earning money in the virtual environment, because the NFT market shows huge
growth — as of May 2021, the total money used on completed NFT sales has reached
34, 530, 649. 86 USD (Wang et al., 2021) and till September 2021 6.1 million NFT trades
across six main NFT categories including art (Nadini et al., 2021).

In the field of finance, it is worth highlighting the interesting thoughts of Michael
Dowling (2021) who sees NFT purely as a financial instrument — the market capitali-
sation of NFT objects is just beginning to grow, but already exceeds $ 8 billion; Dutch
financial analyst Alex de Vries (2018) explores the environmental aspects of crypto-
currencies. Studies that raise the question of the artistic value of NFT also exist, but
they are very few. For example, Brian L. Frye (2018) — Professor of Law at the Univer-
sity of Kentucky, in a light and very humorous manner skilfully discusses the ethical
issues of cryptocurrency; Italian professor of computer science Massimo Franceschet
and professor from the Alan Turing Institute in Amsterdam Giovanni Colavizza (Franc-
eschet et al., 2021) and a number of authors reflect on a wide range of technical, cul-
tural, ethical and ecological (Borschevska & Nos, 2021) issues of crypto art. The phe-
nomenon of crypto movement in art history draws the attention of young Spanish
researchers (Valera et al., 2021); the branches of crypto art, that should be explored
in the future such as the virtualisation of art gallery spaces, cyber-art-crowd-funding,
platform-art-economy, and digital art management — are outlined in another excellent
research (Sidorova, 2019). The following sentence seems interesting and instructive:
if the video destroyed the concept of a radio star, apparently, the Internet will destroy
the concept of an art star; and even if so, will anyone notice? The issues of finding
out the reasons, finding the advantages, risks, and prospects of “tokenisation” of con-
temporary art were the topic of the forum “IPQuorum-2021: Tech for Content”, which
took place in late April at the Technopark of the Skolkovo Innovation Centre (Russia).
Among Ukrainian scientists, we will single out the works of N. V. Pavlichenko (2015),
and already mentioned Y. V. Trach (2016).

Purpose of the article

The purpose of the article is to analyse the state of the field of crypto art and out-
line further potential scenarios for its development worldwide.

86



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

Main research material

Let us briefly define at least the basic concepts used in the article.

Cryptocurrency — a type of digital currency, the issuance and accounting of which
is performed by a decentralised payment system fully automatically (without the pos-
sibility of internal or external administration). The nowadays most famous cryptocur-
rency associated with NFT is Ethereum, but also a few more have gained popularity —
Polygon, Tezos, Solana.

Blockchain — a distributed database that stores an ordered chain of records (so-
called blocks), which constantly extends to infinity; an e-book that cannot be deleted
or modified can only be supplemented. Blockchain was originally proposed by Satoshi
Nakamoto — the name used by the presumed pseudonymous person or persons who
developed bitcoin. In a blockchain system, each block has a limited capacity. When the
capacity in one block becomes full, other transactions will enter a future block linked
to the original data block (Wang et al., 2021).

NFT is a unit of data in a digital workbook called a blockchain, where each NFT
can represent a unique digital element, and therefore any of them is irreplaceable. NFT
tokens are a kind of development of the idea of cryptocurrencies. The key difference
between them and traditional digital money (bitcoin or etherium) is that each NFT can
be unique or have a limited number of copies (hence the name NFT — non-fungible
token). Every virtual asset and a piece of creative work can be tokenised — paintings,
photos, collages, gif-animation, games assets, different collectibles, music, etc., and
some of them are successfully sold.

Investing in digital art has become not only financially profitable but also prestig-
ious. It should be noted that this article is in no way intended to promote crypto art or
agitate to become a token collector. This work does not provide step-by-step instruc-
tions on how and where is the best place to publish your first digital work online, it does
not contain a list of virtual galleries or lists of the most successful cryptocurrencies on
the network. The present article aims to record the current state of affairs in the indus-
try with the definition of key terms and potential forecasts, in order to trace the truth
(falsity) of today's reflections and reasoning of the author. Being convinced that each
technology is the embodiment of society’s ideology or, rather, is the ideological invest-
ment of society in its near future (Trach, 2016), the author is one of the supporters of
the platform of experimentation and ingenuity, but also moderation.

Throughout history, humanity has been accompanied by the antagonism of gen-
erations — grey-haired elders are trying to “convert” the rebellious youth closer to pre-
serving traditions in the usual perception, to respect the historical heritage and use
“old”, usually archaic, technology. Often the ultimatum of such a call has the opposite
effect — young people consciously do everything that ignores and denies the values of
past generations. And today we can see how the existing confrontation has changed the
perception of the world. Sometimes the analysis of this topic gives the impression that
millennials who have managed to “break the system” with digital capital, now freely
flaunt reckless or outrageous investment in digital images of dubious artistic quality
in terms of “classical” school. Does it look like a protest? Indeed, this is a pure revolu-
tion, because the growth of the NFT market is primarily due to the moral battle of logic
against the concept of art (Kaminskiy, 2021).
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The traditional Art Market could never be called transparent and fair enough —
things like money laundering through works of art, corrupt auctions, the difficulty of
organising exhibitions in the absence of “correct” connections, etc., have always been
an integral part of it. The “great geniuses of the present” often remained miserable
and unrecognised creators of the past. Artistic and technological trends have defined
and continue to define corporations, not individual marginalised individuals who usu-
ally cannot or do not want to fully enter the art market under the massive pressure of
a “creative nature” — you either become part of the system or you are simply not no-
ticed. Everything was changed by light big cryptocurrencies, on the one hand, and the
development of decentralised platforms, on the other. Society has gained many finan-
cially independent millennials who, by satisfying their rebellious egregore, have begun
to think more broadly, and not just to meet their own needs at all levels. Artists, writers,
and musicians try to find an audience by earning a living (Trautman, 2021).

The first experiments with NFT began in 2013-2014, and in 2021 for the first time
a tangible work of art was turned into a digital asset — the company Injective Protocol
for $ 95 thousand bought a stencil “Morons (White)” by Banksy and burned it during
a live broadcast on Twitter. 11 March 2021 can be called the beginning of a new stage in
the history of contemporary art. It was on this day that the first truly major sale of a dig-
ital work of art took place. How will they perceive this “grand adventure” in a year or even
two? — a rhetorical question. In the author's belief, society can not shy away from mod-
ern technology and in this form, it is important to successfully apply the achievements.

For information: at the moment in Ukraine more than 900 artists are trying to re-
alise themselves in this direction, there are also a few online communities for artists,
exhibitions and conferences dedicated to the rise of cryptocurrencies and possibilities of
NFT-art are held more and more often in large cities of Ukraine. Let’s try to summarise
the main advantages that contribute to the promotion of cryptocurrency: digital nature /
geographical independence / democracy / decentralisation / anonymity (Sparkes, 2021):

Digital nature. The popularity of the growing trend is based on the indisputable
fact — the world is becoming more “digital”, technology is attracting more and more
investment. And any technological innovation makes young people’s hearts beat fast-
er than the historical heritage. In the context of art, it is tempting to say that NFT is
simply a logical continuation of conceptual artimmediately payments for art, the pos-
sibility to freely share tokens worldwide, and justified fees are the main pros that best
represent the concept of digital nature.

Geographical independence. Two Indian crypto-investors bought Beeple’s work at
Christie’s for $ 69 million. They publicly announced the purchase: “We want to show
that Indians and other people of colour can be patrons of art, and cryptocurrencies are
a force that equates the West and the other world”. Thanks to technology, the world has
long become more compact, it has become easier to find like-minded people, share cre-
ativity with like-minded people, communicate with idols. One of the most noticeable
aspects of crypto art is the separate community formed around crypto art platforms and
no delays and troubles at customs when shipping and transporting art works.

Democracy. Of course, it can be predicted that the digital art market will eventually
be moderated by experts, gallery owners, and financial analysts, but for now, this world
is really open — for those who want to adapt to the technologies and challenges of the
future. The probability of making money on modern art is higher than on classical art.
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Classics are good for saving capital, new art is good for creating it. There is one aspect
that is impossible in the traditional art market: artists earn interest on the resale of
their own works — secondary sales.

Decentralisation. This is one of the most fundamental advantages of NFT’s popu-
larity, but as noted by Jeff Dorman of the crypto-investment firm Arca, these platforms,
which facilitate the relevant operations, will be major winners in the near future. Does
the realisation of this fact block the desire of young digital artists to integrate into the
community? Not for sure yet. After all, any market has its own laws and a priori pro-
vides for the enrichment of its owners in the first place. Given the flexibility of their
efforts in relation to the potential monetisation of their talent, the art market will un-
doubtedly grow. Artists get the ability to use existing physical works after digitalisation
as NFT tokens and also get full control over the price of their artwork, instead of the
traditional art market where the pricing was done by the art gallery.

Anonymity. Most crypto market players are millennials, but that doesn’t negate the
fact that it’s easy to pretend to be anyone in the virtual world. This attracts more and
more “big players” to the digital art market, the origin of whose assets cannot always be
legally explained. Cryptocurrencies offer an alternative to an economic system run by
Wall Street bankers and politicians, providing a degree of democratisation of economic
structures, increasing freedom and flexibility. This new rebellious way of thinking also
influences the products that are being created, which point to the endless celebration
of how the new system will redistribute power.

There are two basic acute issues that are traditionally relevant in the context of
crypto art:

— environmental friendliness of token issuance. However, environmental con-
cerns due to the negative externalities of the blockchain are usually described as low
compared to the emissions from the transport, storage, and trade of physical objects
(Bsteh, 2021);

— the legality of working capital. In principle, an owner or creator can trade his
own NFT transparently but anonymously by transferring it between two different ad-
dresses/wallets on the public blockchain infrastructure. In this way, demand can be
suggested, faked, or inflated with the goal to attract future buyers. The legality of any
such behaviour is currently unclear (Ante, 2021).

According to Anastasia Glebova, the co-founder of the first Ukrainian platform for
working with NFT, the right to use publicly available works is currently not regulated in
any way. At the same time, the digital art market in general, and art that is sold as NFT
in particular, exists, although it only sets the rules of the game. There is much that can
be done in the NFT ecosystem to get closer to the real world. The mass adoption that
took place over the past year inspires optimism about its further evolution and growth.
Taking into account that the current generation is convinced of its uniqueness, and,
consequently, creativity inherent value, NFT has wide prospects.

Conclusions

Crypto art is considered as a new era in art, potential scenarios of its development
are outlined. Answering the question posed in the title, the author takes the position
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of the irreversibility of the process, although it contains elements of adventure. We are
at the beginning of a decade-long process. The trend is gaining momentum, increas-
ingly drawing humanity into a technological singularity, where, on the one hand, the
war in all its forms and manifestations does not end, and on the other — the synergy of
passionaries opens up new unprecedented horizons for co-creation and monetisation
of their artistic skills.

The popularisation of NFT by a “magical” power has attracted the attention of in-
dependent creators to new channels of communication and the formation of new de-
centralised communities, which usually demonstrate a high level of cooperation and
culture in general. Digital art has rarely received as much attention as it does now.
The NFTs may disappear, but the critical dialogue they have created will remain in our
collective memory, and the value and legitimacy they have brought through this con-
versation to digital artwork may have changed their social perception forever.

The new paradigm emphasises above all that “value” as a property and characteris-
tic of objects or phenomena in the current conditions is increasingly determined not by
the past but by the future. This is what determines the “paradigm shift” — the present
in the future is much more important than the traditional in the past.
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MeTa IOoCTiIKeHHS : PO3IITHYTY aKTyaJIbHUI (eHOMEH KPUIITOAPTy 3 MUCTEI[bKO3HABYOTO
omany. MeTooy JOCTiAKEeHHS: iCTOPMYHMIA, MMUCTELITBO3HABUMIlI i IMOPIBHSUIbHMII aHalis.
HaykoBa HOBM3HAa: BCTAHOBJIEHO ()aKT BUHMKHEHHS Ta PO3BUTKY HOBOTO SIBUIIA, STKE TIPUBEPTAE
yBary Bce 6inbLIOi KiTbKOCTi MUTILIB, 3[iliCHEHO CUCTeMHMII aHaji3 Moro iCHyouMx mpobiem
Ta repeBar HaJ PMHKOM TPaAMIIiifHOTO MMUCTEITBA. BMCHOBKM. My mepeGyBaeMoO Ha MOYATKY
GararoniTHbOTO Tpolecy. TeHOeHIis Habupae o6eprTiB, Aemaii Gisblle BTSITYIOUM JIFOLCTBO
B TEXHOJIOTiUHY CUHTY/ISIPHICTb, e, 3 OGHOTO 60Ky, BiiftHa B ycix ii dopmax i mposiBax He
3aKiHUYEThCS, a 3 IPYTOTO — CUMHEPTis MacioHapiiB BigKkpuBae HOBi 6e3mpeleleHTHI TOPU30HTHU
IIJIS CIIIJIBHO1 TBOPUYOCTi Ta MOHeTH3allii iX XxygoskHix HaBu4ok. [Tomynspusanis NFT «mariunoo»
CUJIOI0 TIPMBEPHYJ/IA YBary He3aJeXXHUX TBOPIIB A0 HOBMX KaHAIIB KOMYHiKallii i hopMyBaHHS
HOBMX JeLIeHTPali30BaHMX CIIIBHOT, SIKi 3a3BMYail JeMOHCTPYIOTh BMCOKUIT PiBE€Hb CIIiBIIpaIii
Ta KyJIbTypu 3arajom. LI poBoMy MUCTEITBY HEUACTO MPUIIISIIIV TaKy YBary, sIK y CbOTOJeHHi.
NFT MOXyTb 3HUKHYTH, aje KPUTUIHUI Iiajor, SIKMUii BOHU CTBOPWIN, 3aJUIIUTHCS B HAIIii
KOJIEKTMBHIl Mam’sTi, a LiHHICT i JIeriTMMHICTh, TIpMBHECEHI HUMMU Y UMGPOBE MUCTEITBO
yepe3 06TOBOPEHHS, MOK/IMBO, HAa3aBXKIM 3MiHWIN iX colliajbHe CIIpUitHATTs. HoBa mapagurma
HacaMIIepe[ IiJIKPeCIIoe, 0 iHHICTh SIK BJIACTUBICTh i XapaKTepPUCTHUKA IIPeIMEeTiB UM SIBUIIL
y CyJacHUX YMOBAX fefasti 6iiblile BU3HAYAEThCS HEe MUHYIMM, a MaitoyTHiM. CaMe 11e BU3HauYa€
«3MIillleHHST MapagurMu» — CbOTOJIEHHS B Maii6yTHbOMY HabaraTo BayKIUBIllle TPAAUIIiIHOTO
B MMHYJIOMY.

Kntouosi cnosa: KpuIToapT; KPUMITOMMCTEITBO; IIIHHOCTi; TOKeHM; HeB3a€EMO3aMiHHI
TokeHU (NFT)
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The purpose of the article is to consider the Professor’s contribution at Odesa University,
P. Bizzilli, to the domestic medieval studies formation. The reconstruction of the people’s
spiritual universe of the past epoch, initiated by P. Bizzilli, is one of the important components
of the methodology of humanitarian research, characteristic of many representatives in modern
medieval studies. After the romantics of the nineteenth century, interest in the Middle Ages
gained new development in the early twentieth century, which contributed to his research at
European universities. During the century, M. Bloch (1973), J. Huizinga (1988), M. Barg (1987),
J. Le Goff (2005, 2008), U. Eco (2003, 2004) addressed this topic, exploring in detail the features
of medieval culture. L. Karsavin (1995), O. Dobiash-Rozhdestvenska (1987) and P. Bizzilli (1916,
1993a, 1993b, 1993c, 1995) should be singled out as active figures in the formation of medieval
studies centres in Ukraine. Scientific novelty. For the first time, the medieval works of P. Bizzilli
from the standpoint of art history were analysed. Conclusions. P. Bizzilli, considering the main
elements that make up the medieval picture of the world, comes to conclusions that coincided
with and preceded the creative discoveries of his contemporaries (I. Greaves, L.Karsavin,
0. Dobiash-Rozhdestvenska). In particular, it applies to the features of medieval art, the nature of
which P. Bizzilli associated with the characteristic of medieval man’s life concept. He considered
universalism, symbolism and hierarchy to be the defining features of the medieval worldview,
envisaging the formulation of relevant problems by the following authors. A comparative analysis
of the medieval works of P. Bizzilli, his contemporaries and researchers in the next years allows
us to conclude that among the fields of humanities in which his ideas remain relevant should
be called art history. One of the important conclusions of P. Bizzilli was the statement that the
formula of medieval culture was symbolism and hierarchy. Medieval fine art, rich in complex and
finely designed symbolism, is reduced to understanding and revealing the symbolic meaning of
the surrounding reality.

Keywords: medieval art; Peter Bizzilli; universe; symbolics; gothic cathedral; colour and
light; hierarchy
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Introduction

The relatively straightforward etymology of the term “medium aevum”, which
marked this period in the late seventeenth century, speaks of the abyss, the dark
ages between the invasion of barbarians and the Renaissance, and according to hu-
manists, more than a millennium break in cultural history. The modern English me-
dievalist historian Robert Bartlett (2010) explains the negative assessment of the
Middle Ages, which remained with him for more than three hundred years, by saying
that it did not meet the standards of the humanist era. According to Le Goff (2008),
the Middle Ages were a turning point in the history of Europe, embodying its birth,
childhood and adolescence. Only in the twentieth century the achievements of me-
dieval culture were able to be realistically assessed, gradually entering the minds of
civilised man as an important part of modern culture. The personal contribution to
discovering the essence of the medieval culture by P. Bizzilli, a Ukrainian medievalist
researcher, remains out of the domestic scientific community’s attention, especially
art critics.

Analysis of research and publications. Romantic medieval culture became the
first wave of spread in European literature and art of the late 18" and mid 19" cen-
turies. Architecture continued to admire the mysterious Age of the Middle Ages,
embodying Romanesque and Gothic features in historicism buildings. William Mor-
ris (1973), a representative of the Pre-Raphaelites and the founder of English design,
was a supporter and researcher of medieval culture. Medieval grotesques reinter-
preted by his work did not play a minor role in forming the decorative line of Art
Nouveau.

In the twentieth century, interest in the Middle Ages gained new momen-
tum, began his research at universities. In the second half of the twentieth centu-
ry, J. Le Goff (2005, 2008), M. Bloch (1973), J. Huizinga (1988), M. Barg (1987), and
U. Eco (2003, 2004) addressed this topic by exploring the features of medieval culture.
L. P. Karsavin (1995), O. A. Dobiash-Rozhdestvenska (1987) and P. M. Bizzilli (1916,
1993a, 1993b, 1993c¢, 1995) should be singled out among the active figures of the con-
temporary medieval studies centres in Ukraine.

Peter Bizzilli’s activity is covered by T.N. Galcheva (1993), with a description
of his stay in Bulgaria presentation of his achievements as a historian, literary and
linguist, and cultural researcher. Bizzilli’s contribution to the problems of medieval
culture development by scientists of Novorossiysk University was considered by a re-
searcher of the same university, historian I. V. Niemchenko (2005). K. Gamaliia (2018)
is the first who raises the question of the feasibility of analysing the medieval works
by P. Bizzilli from the standpoint of art history in the materials of the scientific-
practical conference. This article continues the study of the outlined issues.

Purpose of the article
The purpose of the article is to consider the contribution of Professor of Odesa

University P. Bizzilli in the formation of domestic medieval studies, focusing on the art
aspect of his research.
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Main research material

Petro Mikhailovich Bitsilly was born in 1879 in Odesa, graduated from the Facul-
ty of History and Philology of Novorossiysk University, defended his master’s thesis
at Petrograd University, and returned to his alma mater. While teaching at his home
university, Professor Bizzilli wrote a number of works on Greek and Roman history. In-
terested in the Middle Ages, he chose it as the main topic of his research. Not accepting
the innovations of the October Revolution, Peter Bizzilli emigrated to Bulgaria, where
in 1924, he became a professor of modern and contemporary history at Sofia Universi-
ty. Political cataclysms befell him in Bulgaria as well: in 1948, after the establishment
of the communist regime in this country, he was fired without the right to a pension,
declaring himself a “bourgeois teacher”. Peter Bizzilli died in Sofia in 1953 (Galche-
va, 1993).

Peter Bizzilli left behind a considerable creative legacy in various fields of human-
ities. If in Odesa, he distinguished himself mainly as a medieval historian, he delved
into cultural issues and later into literary studies in exile. It should be noted that the
synthesis is inherent in the legacy of the researcher, which is evident from a wide range
of his interests in a single discourse of literary, historical and cultural problems. The
historical and artistic works by Peter Bizzilli still remain without proper attention from
fellow scientists. Moreover, it did not receive any research in art history.

The aesthetics of the Middle Ages were radically different from the works of classi-
cal antiquity, which were considered ideal, and for some time, this hampered its under-
standing by researchers. However, a hundred years ago, Odesa professor Peter Bizzilli
in one of his books, sought to understand the beauty of medieval art and the origins of
its originality. “Didn’t anyone at that time, he wrote, see the blatant nonsense in the
picture, the perspective in these paintings, the nonsense that strikes us?” Didn’t they
know even such an elementary truth that a person is smaller than a house?... What
exactly does this incompetence mean, and what is it? Lack of technical skills? Hand
incompetence? How to reconcile this with the high calligraphic perfection of miniature
screensavers or the architectural embodiment of giant cathedrals? If it’s not at the level
of “technology”, then what’s the matter? Perhaps their image of the world was utterly
adequate to his perception? How did they see the world? And how did they think of
him? “This book is the best answer to this question” (Bitsilli, 1995, p. 9). According to
him, the idea of this work was to highlight the relationship of the main elements of
medieval culture in the context of the formation of artistic space, the manifestations of
which reflect the medieval man’s inner world.

P. Bizzilli considered absolute monocentrism to be the defining idea of the Middle
Ages. “The guiding trend of the Middle Ages as a cultural period”, he writes, “can be
recognised as the tendency to universality, by which we mean the aspirations that are
manifested in everything; in science, in fine writing, in the fine arts to embrace the
world as a whole, to understand it as a certain complete omnipresence and in poet-
ic images, lines and colours, in scientific concepts are to express this understanding”
(Bitsilli, 1995, p. 12). At the same time, he shows that the absolutist worldview leads to
unsolvable antinomies, the separatism and atomisation of society in all its manifesta-
tions: in land ownership and urban communes, in government and church dogmatism,
in contrast between movement and peace. L. P. Karsavin (1995) wrote about the antino-
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my of medieval culture, emphasising that the greatness and tragedy of the Middle Ages
is the impossibility of achieving a comprehensive unity, which hinders the antinomies
of its existence, manifested in binary oppositions: the struggle of empire and papacy,
scholasticism and profanity, etc. Robert Bartlett presents a modern reproduction of the
antinomic nature of the medieval worldview through the image of Christ — a central
figure in the life and art of this era. If in the twelfth century, the image of the cruci-
fied Christ created a calm, almost abstract impression, later it embodied the universal
agony expressed in his tense, cruelly suffering body. Antinomy was inherent in other
elements of medieval culture, including science (Gamaliia, 2014).

In architecture, according to P. M. Bizzilli, the medieval man felt freer: they creat-
ed a variety and coordinated them with each other at will. Altogether, in the impressive
completion of the Gothic cathedral, grew out of the ground, going to heaven, and at the
same time each detail, taken separately, acquired a distinct finality. A similar relation-
ship between the continuity of the object and its division into particles stemmed from
the general idea of the world’s origin, the whole creation of God. However, taken by it-
self, it breaks down into separate objects, the place and significance of each of which is
determined by the degree of its dependence on the Creator. Hence, according to Bizzilli,
and follows the “inconsistency” in medieval works of art, emphasised by the external
schematism of construction. It should be noted that the planning and spatial solution
of the Gothic cathedral in its design corresponded to the cosmic order. Reproduction in
the planning of religious buildings ideas about the cosmic order, we meet much earlier,
for example, in the Brahmanical temples of ancient India.

Ernst Gombrich (1998) saw a much deeper embodiment of church doctrine in
the Gothic cathedral than in the Romanesque. Like many other researchers, Professor
Bizzilli saw in the “encyclopedic” of the Gothic cathedral the law for all creativity in
the Middle Ages. Thus, the living life and history of mankind presented in the cathe-
dral’s decoration, from the Fall to the Last Judgment, played a didactic role. Umberto
Eco (2004) proposes considering the cathedral as a synthetic human vision of its histo-
ry, it is both a book and a picture.

One of the important conclusions of P. M. Bizzilli (1995), made by him in the re-
search process, was that the formula of medieval culture was symbolism and hierar-
chy. “Everything that medieval man sees, he tries to interpret for himself symbolically.
Everything that is its symbols, they are symbols, and the task of the subject who knows
them is to reveal their meaning. The Middle Ages created fine symbolic arts and sym-
bolic poetry, created a religious cult and philosophy rich in extremely complex and
finely designed symbols, which is reduced to understanding and revealing the symbolic
meaning of the surrounding reality” (p. 15).

Medieval man transferred the hierarchical scheme of natural and supernatural
phenomena to real life, creating a hierarchical society: a hierarchy of spiritual and sec-
ular ranks, unions, corporations, and universities. The hierarchical principle permeates
the entire social system of the Middle Ages, its entire culture. According to its structure,
the whole life of medieval man and his culture was a number of concentric spheres on
the type of universe. The spheres to which each person belonged were family, clan,
state, city, state, and church were included in each other, the smaller in, the larger, but
in such a way that each smaller was similar to all the following (Bitsilli, 1993c). On the
creation of such a world, “a world of hierarchically grouped, ideal, invariably repeat-

96



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

ed symbols, a world of “ready”, timeless, unyielding time, unshakable in its desire for
God, frozen in its objectivity; the realm of unshakable harmony, eternally existing full
consonance” dreamed of a medieval man (Bizzilli, 1995, p. 93). However, realising the
unattainability of her goal in this world full of sinfulness and unrighteousness, she
pinned all her hopes on the realisation of absolute good in the afterlife (Bizzilli, 1993b).

The idea of the important role of hierarchy in the life of medieval man is con-
firmed by M. A. Barg (1987), a world-famous historian of Ukrainian origin, a graduate of
Kharkiv University, according to whom hierarchy is the flip side of symbolism. Accord-
ing to J. Huizinga (1988), symbolism created a hierarchical subordination, embracing
nature, history and human society. According to Bizzilli, the importance of the person,
it was emphasised by the scale ratio in the image, corresponding to the hierarchical
nature of the medieval rule, tween pix (two tops), which consisted of the emperor and
the pope. He also noted that in the picture of the medieval master, there was no coher-
ence between the parts of the same object: the building was depicted in perspective,
and its stairs — front. The founder of the Berlin Egyptological School, Adolf Hermann,
wrote about such inconsistency of certain parts of the body in the masters’ works of An-
cient Egypt: “The style that prevails in Egyptian painting, we are primarily struck by the
strange interpretation of the human figure. In an effort to show every part of the body
from the most characteristic point of view, Egyptian artists paint a body whose strange
twists completely contradict reality (Erman & Ranke, 1923, p. 531). This manner does
not indicate the inability of the Egyptians to depict a man on a plane; they only sought
to reflect the three dimensions with the help of the two most characteristic. Rather,
such an image should be perceived gradually, “reading” it just as we read a letter.

In the various stages of world history, the masters of the Middle Ages tended to
reflect as a whole. In his master’s dissertation, P. Bizzilli (1916) noted that the Middle
Ages were a “non-historical” time, because man did not perceive life as a stream of in-
terdependent phenomena. He developed this idea in “Elements of Medieval Culture”:
“Long stories are enclosed within the same frame; events separated from each other by
whole epochs unfold here in one plan, the artist forces us to look at the past, present
and future, to contemplate the bourgeois everyday life of urban life, the tragic buffoon-
ery of hell with its ridiculous horrors and ecstasy of the blessed in ecstasy” (Bitsilli,
1995, p. 8).

According to Mark Bloch (1973), the imperfection of the people of the Middle Ages
in the measurement of time can be seen as one of the many symptoms of their deep
indifference to the passage of time. According to K. Woermann (2000), the Reflection of
events of different times in a single picture was found in the fine arts of ancient Egypt:
the upper rows of figures separated from the lower, replacing the effect of planning.
Measurement of time in this country was important mostly for the compilation of the
temple calendar or chronicle of the pharaohs’ reigns.

The slow flow of life in the Middle Ages, as P. M. Bizzilli wrote, “made a person in-
sensitive to the perception of the rhythm of life... If for us the world is a process, then
for a medieval man the world is a ready result” (Bitsilli, 1995, p. 138). This attitude to
the feeling of movement and peace is reflected in the paintings and sculptures of that
era. And although in the works of medieval artists, we see long processions of people,
storming city walls, the ascension of the righteous to heaven and the torment of sin-
ners in hell, all this remains unshakable and dead. It seems that a jumping horse will
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never lower its feet to the ground, and a warrior’s sword appears to be frozen in motion
and will never fall on the head of the enemy. The movement decomposes into a number
of moments of rest with empty spaces between them. Even the figures of Giotto, the
best of the old artists, devoid of the curiosity of previous primitives and full of rhythm,
represent the rhythm of inviolable bodies. The secret of the charm of Giotto’s frescoes
lies in their architecture, in the convergence of the system of straight and curved lines,
in the perfect coordination of plans. The motif of the contrast between movement and
calm, the completion of the movement at a certain point, creates the impression of
peace and quiet that these frescoes create for us. By presenting an excellent, detailed
analysis of Giotto’s paintings, Bizzilli contrasts his creative style with Renaissance art:
In “Night”, Michelangelo sleeps soundly, but in its inviolability, there are many op-
portunities for movement, and in its body, you can feel all the richness of life. Le Goff
also noted the temporality of life inherent in the Middle Ages, which led to a lack of
reflection of movement in art. Medieval man, he wrote, did not feel in time, perceiving
his existence as being, not becoming. She was not interested in what was moving, but in
what remained unshakable, she needed peace (guides), and everything restless seemed
vain and even diabolical (Le Goff, 2005).

The attitude of medieval artists to colour and light was filled with characteristic
symbols. These qualities, they believed, are inherent in certain things, but they also
exist in themselves. Yes, light things borrow light from the sun, and in hell, they lose
that opportunity because hellfire burns but does not shine. In his multi-volume History
of All Times and Nations (1904-1911), Karl Woermann (2000) wrote: “The art of the
mature Middle Ages is depicted against an eventful background of strong political and
ecclesiastical struggle, painted in the colors of blood and iron, but revived by silver
flowers and gold threads” (p. 110). Michel Pastoureau (2012), who has been research-
ing colour for decades, insisted on the importance of change in its historically fixed
aspects: 1) lack of the idea of the spectral sequence, unknown until the 17% century;
2) a peculiar concept of warm and cold colours (blue was considered warm); 3) con-
trast of colours (combination of red and green in an aristocratic suit was perceived as
a weak contrast). The artists transferred their “barbaric taste” to everyday life, to the
creation of clothing, jewellery, and weapons. The fine arts of the medieval era did not
know colour, wrote Umberto Eco (2004), it used simple, well-defined colours, without
any nuances. The idea of God as a luminary came from ancient traditions — from the
Semitic Baal, the ancient Egyptian Ra. Note that in the colours of ancient Egyptian art,
there was no transmission of light and shadow, each paint was applied in an equal layer.

At the beginning of his research on the history of the Middle Ages, P. M. Bizzil-
li (1995) formulated an answer to the origins of his unique culture. This culture, he
wrote, grew out of Rome, but each of its features was reborn beyond recognition.

Conclusions
Reconstruction of the people’s spiritual universe in the past era, started by
P. M. Bizzilli, is now one of the important components of the methodology of human-

itarian research, characteristic of subsequent works of medievalists Jacques Le Goff,
Marc Block and a number of other contemporary authors.
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Professor of Novorossiysk University Peter Bizzilli, considering the main elements
that make up the medieval picture of the world, comes to conclusions that coincided
and preceded the creative discoveries of his contemporaries. In particular, concerning
the peculiarities of medieval art, the nature of which P. M. Bizzilli associated with the
characteristic of medieval man’s life concept. He considered universalism, symbolism,
and hierarchy the defining features of the medieval worldview, envisaging the formu-
lation of relevant problems by the following authors: M. Bloch, J. Huizinga, M. A. Barg,
J. Le Goff, and others. A comparative analysis of the medieval works of P. A. Bizzilli,
his contemporaries and researchers in the following years allows us to conclude that
among the branches of humanities in which his ideas remain relevant should be called
art history.
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EJIEMEHTU MUCTELITBO3HABCTBA V MEJIEBICTUYHUX
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Meta craTTi — pO3mIsIHYTM BHecok mpocdecopa Opecbkoro yHiBepcurety II. Bimyuini
Y CTaHOBJIEHHS BiTUM3HSIHOI MeZieBicTMKM. PEKOHCTPYKIisl yXOBHOTO YHIBEPCYMY JIIOAEI MUHYIIO]
ernoxu, 3arnovyatkosaHa I1. Binuii, € ofHi€I0 3 BaYKIMBUX CKJIALOBUX METOL0JIOTii TyMaHiTapHOTO
TOCTIiZPKEHHS], XapaKTepHOI [JIs1 HU3KM IpeACTaBHUKIB CydyacHOI MepieBicTuku. IHTepec no
eroxu CepeIHbOBIUYs, Mic/isg poMaHTHKiB XIX CT., Ha6yB HOBOTO PO3BOIO 3 MOYATKOM XX CT., 1[0
CIIPUSTIO JIOTO HAyKOBOMY AOCIIIKEHHIO B €BPOIENCbKUX YHiBepcuTeTax. IIpoTArom CTOMITTS
1o uiei TemaTuku ssepramuch M. Biok, I.Teiisinra, M. Bapr, K. JIe Tobd, V. Eko, moknagHo
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IOOCTIIKYI0UM OCOGMMBOCTI CeperHbOBiUHOI KynbTypu. Cepel, aKTMBHUX HisiuiB (opMyBaHHS
ocepenKiB MeJieBicTMKM Ha TepeHax YkpaiHu cmig Buokpemwmtu JI. Kapcagina, O.Jlo6iarm-
PoxxpectBeHcpKy Ta II. Binwnni. HaykoBa HOBM3HA. Brepile npoaHanizoBaHO Me[i€BiCTMYHI
npaui 1. Binwiti 3 mo3utiin MucTelTBO3HaBCTBA. BucHOBKM. I1. Bitjuii, po3risiHyBLIM OCHOBHi
elleMeHTH, 1[0 CKJIaJaloTh CepefHbOBIUYHY KapTMHY CBiTy, JOXOAUTb BUCHOBKIB, SIKi He JuIIe
36irasmucs, a it BUTIepeKaiv TBOPYi 3HaxXifKu itoro cyuacHukiB (1. I'pesca,JI. Kapcasina, O. Jobiar-
POXIIeCTBEHCHKOI). 30KPEMA, IIe CTOCYEThCSI 0COBMMBOCTEN CePeIHbOBIUHOIO MUCTEIITBA, TIPUPOLY
sakux II. Binusuli oB’a3yBaB 3 XapaKTepHOIO [JIs1 CepefHbOBIYHOI JIIOAVHM KOHLEMIIi€0 KUTTS.
BusHavasibHMMM pyucaMy CcepelHbOBIUHOIO CBITOIVISILY BiH BBaXKaB YHiBepcasi3M, CMMBOJi3M
Ta iepapxi3m, mepem6avarouy MOCTAHOBKY BifTIOBIZHMX MPOGIeM BXKe HACTYIMHMMM aBTOPaMMU.
IMopiBHsIbHMIT aHasi3 MenieBicTuuHMX mpainp II. Binummi, #ioro cyyacHUKIB Ta HOCTiTHUKIB
HACTYITHUX POKiB Jae 3MOTY 3pOOUTHU BUCHOBOK, LI0 CePe ray3eii 'yMaHiTapHOTO 3HAHHSI, B SIKUX
JI0TO ifel 3aMMIIarTbesl aKTyaabHMUMMY, CIiJT Ha3BaTy /i MUCTELTBO3HABCTBO. OIMH i3 BaXKIMBUX
BUCHOBKIB IL. Bitpwuti — TBepaskeHHS Mpo Te, 1m0 (GOPMYIOK cepefHbOBIUHOI KYIbTypU Gyiu
CMMBOJII3M Ta iepapxism. CepegHbOBiUHE 06pPa30TBOPUE MUCTEITBO, GaraTe CKIALHOI i TOHKO
PO3pPO6IEHOI0 CUMBOJIIKOIO, 3BOOUTHCSI IO OCSITHEHHSI i PO3KPUTTSI CMMBOJIIYHOTO 3HAUEHHS
HaBKOJIMIIHBOI IiJiCHOCTI.

Kniouosi cnosa: cepenHboBiuHe MmucTelTBO; IleTpo Binumsti; yHiBepcyM; CUMMBOJIIKA;
TOTUYHUI cO60P; KOMip Ta CBiT/I0; iepapxism
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The purpose of the article is to identify the peculiarities of the repentance, penitence, and
confession concepts’ grounds in art and philosophy, to characterise examples of the reflection
of these concepts in art. Research relevance. A necessary component of philosophical reasoning,
cultural studies and everyday life practices is the rethinking of many concepts of moral
consciousness. Reasoning on ethical values is essential in all cultures and at all times. The topics
of moral guest, self-deepening and purification are relevant today. Turning to the analysis of the
reflection of such concepts as confession, repentance, penitence in culture and art requires research
attention. The research methodology is based on general scientific and special methods of
knowledge, in particular analysis, synthesis, the logical method and the method of generalisation.
The scientific novelty is in revealing the concept of repentance in the confessional grounds of
philosophy and literature — as a primordial and constant concern of the human spirit for itself.
Conclusions. It is revealed that remorse arises when, having committed a fundamentally wrong
act, a person recognises it as a violation of the moral law and condemns it, but does not have the
strength to condemn themself so much as to renounce entirely the passion that led to the crime,
so they do not seek real transformations of their soul. The article has demonstrated that spiritual
quest, a person’s ascent through moral self-improvement, occur in a person at any period of their
life. It is proved that the emphasis on conscience, a person’s moral self-purification, repentance has
been inherent in the national cultural tradition since Kyivan Rus. And in the following centuries,
this moral attitude was decisive in the spiritual life of our ancestors many times, returning hope
in difficult historical moments. It is generalised that a sincere search for the ways of the good and
genuine repentance and confession is possible to others and oneself.

Keywords: confession, repentance, penance, conscience, spiritual quest, confessional motifs,
creativity, art

Introduction

Relevance of the research topic. Throughout its cultural development, humankind
has formed ethical norms in religious and philosophical systems. Every individual’s

© Olena Kunderevych, 2022 The article was received by the editorial office: 24.05.2021

102



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

conscience should coincide with them if they do not want to start their development
from the very beginning. The relevance of reasoning on ethical values is important in
all cultures and at all times. Rethinking many concepts of moral consciousness is a nec-
essary component of abstract and philosophical reasoning, cultural studies and vital
everyday practices.

The natural urge for harmony and beauty is the driving force for self-improvement,
creating the personal history of an individual and humankind. The artists’ appeal to
the theme of the moral quest, self-deepening, purification and ascent of the individual
to the highest stage of his spiritual development is important in ethical and aesthetic
spheres. “The artist who has realised the reality of art cannot stop and not strive fur-
ther, to reality itself. They want the Tabor light, the scattered rays of which they catch
in the focus of their art, to illuminate the whole world” (Bulgakov, 1994, p. 332).

Analysis of research and publications. The works of French neo-Thomists, particu-
larly by M. Gabriel, are characterised by their confessional genre and problematics. The
theme of “penance” in the 20™ century is revealed in theoretical thought and reflected
in artistic work: poetry, prose, cinema (S. Mirkina, Ch. Aitmatov, ].-L. Borges, ]J. Fowles,
T. Abuladze).

Consideration of the cultural and philosophical-ethical aspects of the problem of
repentance and penance are expressed in Ukrainian scientific literature. The phenome-
na of “penance” and “repentance” are considered in V. A. Malakhov’s works (1988). The
works of a number of Ukrainian philosophers and cultural scientists regarding con-
fessional grounds are of considerable interest to M. V. Popovych, V. H. Tabachkovskyi,
V. I. Panchenko, N. V. Khamitov and others.

Purpose of the article

The purpose of the article is to identify the peculiarities of the reflection of the
concepts of repentance, penance, confession in art and philosophy works, to character-
ise the examples of the representation of these concepts in art.

Main research material

The need to open our souls to someone else, confess frankly what worries us and
remains on our conscience, what we would like to hide, but can carry within ourselves
no longer, in private is a normal and natural need of a person as a moral and social
being.

In “guilt cultures”, repentance is often in the form of confession. People confess
and repent to each other at all times. Still, it is only in the Christian tradition that con-
fession and repentance have become custom and rule, a moral or rather a religious and
moral norm and duty. It is confirmed by the entire history of Christian literature, both
ancient and medieval, in which confessional grounds play a significant role, filling the
works of various kinds, especially philosophical and theological reflections.

“Shame cultures” do not involve confession, even to the gods. These are the cul-
tures of the Ancient East, although a similar type of moral orientation is sometimes
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present in Western civilisations as well. “Shame cultures” do not imply confession but
“ceremonialism”.

The classic example of the literary confession that gave rise to the “confession” as
a special genre was The Confessions of Saint Augustine (Augustinus, 1999), the father
of the Western Christian Church, a prominent theologian, philosopher and moralist.
Although the work was written in the Patristic Period (around 400) and reflected the
spiritual situation and ideological quest of the time, the authority of The Confessions,
like other works by Augustine primarily, was very significant in the Middle Ages, it’s
even possible to say “immutable”. Therefore, the moral-psychological teaching pre-
sented in The Confessions became, in a certain sense, normative for the Western Euro-
pean Middle Ages, mainly determining the nature and problems of scholastic ethics. At
that time, stories with plots appealing to religion were quite common in the Christian
world. The topics of the genre were usually based on stories about two opposed parts of
life, the hard way of the cross to learn the true teaching — the gift of God in the form of
unexpected spiritual insight and his grace, etc.

The content of The Confessions of Saint Augustine seems to fit into the shape of an
ellipse with two centres, one of which is God and the other the Augustinian “self”, the-
ocentricism is combined with egocentrism. The reason for theocentricism is the au-
thor’s deep and sincere religiosity. The reason for egocentrism is both in the peculiar-
ities of the genre and in the fact that confession causes introspection, self-disclosure
and self-deepening. In addition, it is a religious confession that helps to “purify” one’s
soul for further communion with God. Rethinking his life story, Augustine concluded
that all the events that happened to him were planned by providence. In this sense,
he was given the role of a sinner saved by God. Whatever Augustine did or thought, no
matter how far he strayed from the righteous path, God always turned everything to
his advantage. He had freedom and anguish of choice (for Augustine, a very emotional
and, at the same time, very versatile person, the choice was always tough). Still, even
if he chose the worst, then this worst became a necessary element of ascending to the
best.

His whole life story looks like an ongoing struggle between good and evil, but in
this case, it is an internal, psychological struggle, a struggle with himself that is guided
by providence. The example, experience and penitential path of St. Augustine confirm
that rethinking of one’s own former life and a principled return to the service to a holy
cause are the highest expressions of the human spirit. From the first to the last page
of his work, Augustine doesn’t stop pondering what human happiness is and how to
achieve it. Augustine’s ethics is a kind of Christian eudaimonia.

In Augustine’s opinion, the most important thing to understand is that no person-
al efforts can bring people out of their sinful state. Because to become a better person
means to learn to refrain from sin. But no one can be restrained if God doesn’t give it
to them. Much depends on a person’s will, but the very return of the choice from evil to
good does not depend on him. It is not achievements that fall to a person’s lot, but only
guilt, because the only thing that a person commits himself, or instead because of the
impulse of his perverted nature, are sins and crimes. Therefore, according to Augustine,
the feeling of guilt should be a fundamental, basic moral feeling of a person in this life,
and the feeling of gratitude to God should be even more fundamental. In his opinion,
this should be true piety and righteousness.

104



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

Feeling guilty, a righteous person will constantly confess and repent of their sins
to God, begging him for forgiveness and mercy with fear and hope. Feeling gratitude,
a person will rejoice in each of his good intentions and actions as a gift of divine grace,
and he will glorify God for this in his prayers, giving him his faith and all his love. It is
the result of Augustine’s confessional ethics, and it’s also the last precept of Christian
ethics in general. The logic of religious thought transforms its demands for self-deep-
ening and self-purification into a demand for self-denial. In the Middle Ages, this trans-
formation became a fact of ethical theory and everyday moral practice, a special “re-
pentance culture”.

Abstracting from purely Christian dogmas, one can see how an educated, intel-
ligent, talented person seeks answers to questions that are intrinsic to everyone and
condition life in one way or another. Namely, it is the question of the end of human
existence and the meaning of life. A. Augustine finds the secret of humility in the Holy
Scriptures, mainly in the Holy Apostle Paul: “What shall wretched man do? Who shall
deliver him from the body of his death?” (Augustinus, 1999, p. 125). Having seen, felt,
understood, internally reconsidered all his experience and life path, always accompa-
nied by a search for truth, Augustine found answers to the above-mentioned existential
questions in the Holy Scriptures, in contrast to the philosophical, mystical literature,
namely the Neoplatonists, whom he was interested in his time. He writes, “This those
writings contain not [the Neoplatonists’ books]. Those pages present not the image of
this piety, the tears of confession, Thy sacrifice, a troubled spirit, a broken and a con-
trite heart, the salvation of the people, the Bridal City, the earnest of the Holy Ghost,
the Cup of our Redemption” (Augustinus, 1999, p. 125).

Augustine writes about the power of confession, which turns to God from the
depths of the soul. The symbol of Christian sacrifice is the sacrifice of our heart, our-
selves, for the sake of restoration and resurrection in the new world. Augustine asks
himself an interesting question: do other people need to know about all this, or do
such questions concern only one repentant person? Having long reflected on what he
writes, and it is The Confessions he writes, he concludes that his confession concerns
people; when they listen to it with love, they can take advantage of it. “What then have
I to do with men, that they should hear my confessions — as if they could heal all my
infirmities — a race, curious to know the lives of others, slothful to amend their own?”
(Augustinus, 1999, p. 172).

The relevance of Augustine’s thought is that a person reading his The Confessions,
whether they knew him or not, no matter how much time has passed, sees him as he is
now because the author confesses to his readers every minute. He confessed to God in
his ancient sins and realised the remission of his sins. But it seems that people never
ask, “What were you like once?”. They are interested in “Who are you now?”. “... Who
have or have not known me, who has heard from me or of me; but their ear is not at my
heart where I am, whatever I am. Who has heard from me or of me; but their ear is not at
my heart where I am, whatever I am. They wish then to hear me confess what I am with-
in; whither neither their eye, ear, nor understanding can reach; they wish it, as ready
to believe — but will they know? For charity, whereby they are good, telleth them that
in my confessions I lie not; and she in them, believeth me” (Augustinus, 1999, p. 173).
Augustine’s The Confessions teaches spiritual work, uncompromisingly highlighting
a person’s simultaneous greatness and weakness. Psychological confession as an au-

105



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 ¢ ISSN 2616-423X (Online)

tobiography of the confessional type has found its continuation in the works of F. Pe-
trarch (2014), Dante Alighieri (2016), J. W. von Goethe (2016), ].-]. Rousseau (2014), etc.

The defender of human nature was J.-J. Rousseau. He believed that civilisation
broke a person’s natural origins and led to evil and injustice. According to Rousseau,
the ability to be “alone with oneself” distinguishes humans from herd animals. A per-
son’s ability to self-esteem, self-reflection, and self-improvement can serve as the basis
for creating a charitable and just human existence, among others.

Having recognised the sensitivity to evil in themself, whatever misfortune a per-
son is going through tells themself that they have got what they deserve. Thus, the evil
events of our psycho-material being are the consequences of moral evil, insufficient
love: “All the suffering we experience is a direct, imminent punishment for moral evil,;
it is a reduction of our well-being, which has a double meaning: first, a just retribu-
tion for the evil we have brought into the world and, second, a means of healing from
moral imperfection”, writes N. O. Lossky (2000, p. 144). Thus, punishment has a healing
meaning for a person, as evidenced by the entire history of the development of culture,
including “repentance culture”.

M. Merleau-Ponty (1999) began to study the phenomenon, that is, the primordial
truly human act and completed it in his phenomenology of speech. He introduced the
act of speaking to the concept of the phenomenon and concluded that now we have all
the essential elements of the phenomenon. For Merleau-Ponty, the word becomes the
central point of human spontaneity; that’s why he believed that the phenomenology of
the word would help reveal the human subject in its most fundamental dimensions. Art
is an excellent material for emphasising the conclusions of existential phenomenology.
“Phenomenology is identical to works of art; they are united by the desire to under-
stand the meaning of the world and history” (Merleau-Ponty, 1992, p. 36).

M. Merleau-Ponty attaches particular importance to literature, to literary creativ-
ity, in which, he believes, speech ceases to be a mere means of communication of what
is and becomes the body of the writer, the writer himself; language is no longer the
servant of meanings but the very act of defining, and the only way for the writer to un-
derstand language is “to settle in it”. Through this “settling”, one can explore a diverse
palette of meanings and interpretations.

An unredeemed sin remains a burden for a person forever. But this kind of moral
state does not give rise only to crime or misconduct. Worries, doubts and anxieties that
sometimes disrupt the normal course of human life can also be a heavy burden. The re-
turn to the permanent, the sacred, the primordial then come to the fore. “In Alexandria,
there is a saying that only the man who has already committed a crime and repented of
it is incapable of that crime” (Borges, n.d.). Having found the free path, a person feels
a breath of freedom, right choice and long-awaited peace.

The past does not rest one in peace even after a long period of time very often,
because a person is not able to change his every step. Every event is in the past, and it is
impossible to erase it from our lives, no matter how we feel about it. Or if it is possible
to change the past without resorting only to mystical experience, based on which, Jorge
Luis Borges says: “Who cannot change the past, although he can change the images of
the past, changed the image of death into one of unconsciousness” (Borges, 1999). Such
changes are possible in the moral, spiritual realm due to genuine repentance, atone-
ment, and completion of penance to the “last crumb”. But confession and repentance
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may not be real but fictional, like Sarah Woodruff’s confession in famous novel The
French Lieutenant’s Woman (Fowles, 2004). But even such confession allows us to un-
derstand the importance of suffering in a person’s life, which makes the personal story
“alive”, fills it with meaning.

The problem of women’s repentance in Ukrainian culture and literature, whose
tragic fate has been highlighted by almost all representatives of the artistic world,
starting with Taras Shevchenko, deserves separate consideration. The tragedy of fate,
full of sincere feelings, will to live and love, but with a constant shadow of suffering,
anguish, unbearable penance for their own and others’ sins follow the heroines of Taras
Shevchenko’s works (2003): Kateryna, Lileia and Son (The Dream). Olha Kobylianska was
one of the first Ukrainian writers to portray female intellectuals searching for their way
in life and, overcoming it, also passing the path of repentance.

The theme of preserving spiritual shrines, without which a person degenerates,
becomes a fatherless nonentity resounds in full force in the novel The Cathedral (Hon-
char, 1989). The debunking of the psychology of spiritual poaching comes to the fore in
this novel. Its important conceptual centres are contained in the reasoning that all of
us who witness the destruction, in fact, also participate in it: we destroy it by standing
aside.

The responsibility that contemporaries should have towards the past and the fu-
ture is highlighted with particular force in the novel. The “ancestral covenant” motif is
powerful here. And at the same time, the constant “thought of the future”, of posterity,
which must accompany every step of a person on earth, is emphasised. Of course, it
takes spiritual courage to take on the responsibility of repentance for one’s people. But
such work of the soul is never in vain; it relieves the tension of evil memory, eliminates
the germs of future misunderstandings and conflicts, turns the soul to the creative
search for the good in itself and the world around us.

Literature proves quite convincingly that language is arranged in an unusual way,
that it gives us more than it is contained in it. Art is always a “speaking word”; its works
are incomplete because they express only what they are wanted to be expressed be-
cause, in them, the author hopes to give a name to what has not yet been named. The
film Repentance (Abuladze, 1984) is an alarm that calls for universal repentance to the
public conscience. Tengiz Abuladze’s film is a real philosophical work. It is complicated
because it speaks to us in a language of metaphors and symbols, mixing the real with
the fictional, mixing epoch, costumes and styles boldly. In fact, repentance occurs twice
in this tape. At first, it is false, incomplete, akin to self-justification, while genuine, sin-
cere and deep repentance is only possible after an atoning sacrifice. And such a shock
awaits Abel Aravidze from the unexpected and most painful side. The young man’s
suicide from a hunting rifle is retribution for all the lies and pharisaism of his family.
Abel will come to his senses only after the death of his son, and his second repentance
is complete and unconditional.

Confessional grounds, the desire to save the world with its ugliness and evil are
inherent in all art forms, which reproduce them in content and form, artistic means,
and specificity. Cinema art has the ability to create a semblance of reality; literature
encourages reflection and contemplation in private, theatrical performance mystically
captivates the viewer and provides a real opportunity for a sincere, albeit text-driven,
confession of an actor to the audience. Marina Tsvetaeva wrote about the combination
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of aesthetic and moral imagination in art: “Along with the aesthetic imagination, the
imagination of conscience exists and plays an indispensable role in people’s spiritual
life — an intense search for spiritual ascents in real human contradictions and conflicts,
revealing and anticipating a possible aspect of moral issues in general. For true art, this
is its source of conscience” (Tsvetaeva, 1991, p. 235).

Conclusion

It is revealed that remorse arises when, having committed a fundamentally wrong
act, a person recognises it as a violation of the moral law and condemns it, but does not
have the strength to condemn himself so much as to renounce completely the passion
that led to the crime, so he does not seek real transformations of his soul. In such a case,
the anguish of conscience is hopeless and fruitless: the past is recognised as absolutely
repugnant and unbearable, but it cannot be separated from the realised abomination
because the soul remains with its inclinations and desires, as during the commission
of the act.

It is demonstrated that tragedies, conflicts, and suffering can relate directly to
a person’s turning to repentance. It only seems that it’s natural, having reached the
shameful consequences of evil, such as lying, to insight, to be ashamed of one’s fall
and repent. But even admitting one’s guilt is very difficult for a person, especially for
society. It is evidenced by the entire history of the cultural development of human-
kind.

It is proved that the emphasis on conscience, a person’s moral self-purification,
repentance has been inherent in the national cultural tradition since Kyivan Rus. And
in the following centuries, this moral attitude was decisive in the spiritual life of our
ancestors many times, returning hope in difficult historical moments. The natural urge
for harmony and beauty is the driving force for self-improvement, creating the personal
history of an individual and humankind.

It is generalised that a spiritual quest, a person’s ascent through moral self-
improvement, occurs in a person at any period of their life. A sincere search for the ways
of the good and genuine repentance and confession both to others to oneself is actually
possible. The optimistic idea of repentance assumes no grave breach of moral norms
from which there would be no way back. Only the final refusal of a person to repent —
unrepentance —generates a hopeless situation.
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MeTa po6oTM — BUSIBUTM OCOGIMBOCTI BiZOOpa’KeHHS! MOHSTH PO3KASHHS, MOKASHHS,
CTIOBiZi B XymoXkHili Ta dinocodchbKiit TBOPUOCTi, OXapaKkTepu3yBaTH MPUKIAAN Bimo6paskeHHs
IUX MOHSITh § MMUCTENTBi. AKTyasbHicTh. Heob6XigHOW0 CKIamoBo (inocopcbKux MipKyBaHb,
KY/IbTYPOJIOTIYHUX JTOCTIKEHD Ta LIOAEHHUX KUTTEBUX MPAKTUK € NMePEOCMUCIEHHS 6araTbox
MOHSITh MOpPaJAbHOI CBifZomocTi. MipKyBaHHSI MpPO eTUYHi I[iHHOCTI € Ba&KIMBUMM Yy BCiX
Ky/lIbTypax Ta B yci yacu. Oco6mMBOI aKTyaJbHOCTI HaByBAlOTh ChOTOJHI TeMM MOPaIbHOTO
TMOLIYKY, CAMO3arGIeHHS Ta OUMIIeHHsI. 3BepHEHHS 0 aHali3y BiZoOpaskeHHS B Ky/IbTypi Ta
MUCTEITBi TaKUX TIOHSTDH, SIK «CIOBiIb», «PO3KASTHHSI», «[TOKAsTHHS», TTIOTPe6ye AOCTiAHUIIbKOT
yBaru. MeTomosIorist LOCTiKeHHS 6a3yeThCs HA 3aCTOCYBAHHI 3araIbHOHAYKOBUX i CITelliaTbHUX
MeTOAIB Mi3HAHHS, 30KpeMa, aHali3y, CMHTe3y, JIOTIYHOIO MeTOAY Ta METONY y3arajabHeHb.
HaykoBa HOBM3Ha IOJSITa€E Y BUSIBIEHHI Y CMIOBiZaIbHKUX MOTMBaX dinocodcpKoi Ta iTepaTypHOi
TBOPYOCTi MOHSITTS ITOKASTHHSI» — SIK CTIOKOHBIUHOI i MOCTiiHOI Typ6OTH JIIOACHKOTO IYXY IIPO
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camoro ce6e. BUCHOBKU. BuUsiBJieHO, 10 JOKOPYM COBIiCTi BMHMKAIOTh TOMi, KOJIM, 3/ iCHUBIIN
CYTTEBO-XMOHMIT BUMHOK, JIIOAMHA YCBiIOMJIIOE 1OTO SIK TOPYIIEHHSI MOPATbHOTO 3aKOHY
i 3acymKye, ajie He Ma€ CYJIM 3aCyIUTH cebe HaCTibKY, 1106 TMTOBHICTIO 3PEKTUCS TPUCTPACTI, sIKa
TpuBesa A0 3/I0UMHY, TOXK He TIparHe CrpaBXHix epeTBOpPeHb CBOEI ayii. [IpogeMoHCcTpoBaHo,
0 [OYXOBHI TIOIIYKY, CXOMKeHHS JIIOAVMHM LUISIXOM MOPaIbHOTO CaMOBIOCKOHAJIEHHS
BiZmOyBaIOTbCS B JIIOAVHI y OyIb-sIKMii mepion il skuTTs. [JoBe[jeHO, 10 HATOIOIIeHHS Ha COBiCTi,
MODPaTbHOMY CAMOOUMIIEHHI JIIOOVHY, TIOKastHHI 1e 3 yaciB KuiBcpkoi Pyci 6y1o mpuraMaHHUM
BITUM3HSIHIN KyJIbTYpHIil Tpaauiii. | B momanbmiomy 1eil MOpaJbHUIT HACTPili HEOZHOPA30BO
BUSIBJISIBCSI BU3HAYAJIbHUM Y TYXOBHOMY JKUTTI HAlIMX TPEeIKiB, IIOBEPTAB HAJil0 y CKPYTHi
XBWIMHM icTopii. Y3arajgbHeHo, W0 MMPUIi MOIIYK MIISXiB A0Opa Ta CIPaBXHE MOKASHHS
i CrIoBizb SIK Mepe iHIMH, TaK i mepe co6010 € HacIIpaB/i MOKIMBUMMA.
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The purpose of the article is to explore the little-known areas of performing work of the
famous Ukrainian composer Mykola Lysenko — his accompanist and ensemble activities. Research
methodology. A system analysis, which combined analytical, culturological, and observational methods,
was applied. Scientific novelty. The research is the first experience of a special analysis of Lysenko’s
performing practice as an accompanist and ensemble player in domestic musicology. Conclusions.
It is proved that Mykola Lysenko paid considerable attention to the types of chamber music. He was
both an excellent ensemble player and accompanist in various fields (working with the choir, reading
and performing orchestral scores translated for the piano, performing with instrumentalists, vocalists,
opera accompaniment, four-hand piano playing). From the point of view of a thorough analysis of
the outlined performing varieties, two more facets of the artist’s talent are highlighted. The article
examines the accompanist and ensemble practice of M. Lysenko based on the epistolary heritage and
memories of contemporaries (colleagues of the Leipzig Conservatory, choir members, witnesses, and
co-performers at private parties, concerts of the Literary and Artistic Society, the Ukrainian club, those
he taught at the Music and Drama School and privately), and preserving the authenticity of the texts.
The issue is being addressed in the context of postulates of these types of performance and awareness
of the importance of familiarising Ukrainian researchers and performers with the work of Lysenko as
an accompanist and ensemble player, filling in the existing gap in the history of domestic musicology
and performance, expanding the worldview of piano accompanists and ensembles.

Keywords: Mykola Lysenko; accompanist; ensemble player; concert performances; chamber
music

Introduction

2022 marks the 180" anniversary of the birth of the outstanding Ukrainian com-
poser, founder of Ukrainian classical music, ethnographer, pianist, and active public
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figure of the democratic direction Mykola Lysenko. It is impossible to ignore the fact
that despite a large number of studies of the artist’s work, notographic and bibliograph-
ic indexes, letters, and memoirs of his contemporaries and students, there are still no
studies of two more areas of Lysenko’s activity in the scientific space — as an accom-
panist and ensemble player, and for that reason, the article attempts to cover these
varieties of his performing practice.

Recent research and publications analysis. In Ukrainian musicology, there are still
no studies of Lysenko’s performing activities as an accompanist and ensemble player.
There are only articles and studies of his solo piano career: an article by I. Berenbe-
in (2014), which is devoted to Lysenko’s pedagogical principles in the development of
the modern piano school and the relationship between the artist’s phenomenal piano
talent and his piano technique, a short section about the pianist Lysenko in the textbook
by N.Kashkadamova (2006), where his activities are mentioned only as an ensemble
player. Among other well-known works known to date, we should mention the study of
H. Kurkovskyi (1973), which reconstructs the issues of solo piano activity and perform-
ing principles of the master; O. Komenda’s doctoral dissertation (2020), where Lysenko’s
work as a pianist is mentioned in subsection 3.1; O. Kuznetsova’s article (2019), devoted
to the analysis of the popularisation of Lysenko’s work by the first performer of his pi-
ano works Halyna Levytska. To a certain extent, the analysis of these materials helps to
prove an important idea that Lysenko’s performing pianism has become an integral part
and prerequisite of his versatile creative activity as an accompanist and ensemble player.
Among other sources, there are isolated personal impressions in letters and documents,
memories of friends, students, and relatives, which are interspersed in the biography of
the composer (Diachenko, 1968; M. Lysenko, 1964; O. Lysenko, 1968; Nehreichuk et al.,
2009; Skorulska & Chuieva, 2015). The above-mentioned sources focus primarily on the
performing and pedagogical activities of Lysenko-pianist, and they lack a view of the
artist in terms of performing practice as an accompanist and ensemble player. The activ-
ities of the composers as accompanists, ensemble players have previously been reviewed
by the author of the article, and in this context, Lysenko’s active work in this direction
has also been mentioned (Molchanova, 2015). At the same time, until now, the issue of
Lysenko’s activity as an accompanist and ensemble player remains uncovered against
the background of the multifaceted work of the Ukrainian artist.

Purpose of the article

The purpose of the article is to analyse two facets of the talent of the Ukrainian
composer Mykola Lysenko: his active work as an accompanist and ensemble player,
which, despite all the uniqueness of his personality, have not yet been clarified in the
Ukrainian musicological field. An obvious step forward in the direction of a thorough
study of all the facets of the artist’s talent should be the concentration of attention
on the comprehensive analysis of all the components of his talent, which will act as
an effective tool for a deep understanding of his talent and at the same time these
types of performance, going beyond the applied approach to revealing aspects of the
master’s performance in a multidimensional scientific and historical space. All this de-
termines the scientific novelty of the study as the first experience of a special analysis
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of Lysenko’s performing practice as an accompanist and ensemble player in Ukrainian
musicology.

Main research material

First of all, it should be explained why this area of activity of the famous Ukrainian
artist has not yet been covered. After all, the joint performance has existed for a long
time and has always been popular, due to the fact that it is associated with the emo-
tional interaction of people during the joint creation of music. However, such types of
performing practice as accompaniment and playing in an ensemble have long been cul-
tivated as everyday music, and in the field of professional activity, they were considered
secondary. The statement about the secondary importance of the instrumental part, its
exclusively accompanying role was formed in the Middle Ages and prevailed until the
Renaissance, is associated with incomplete notation and the practice of basso ostinato;
it deepened with the advent of the homophonic-harmonic system and the leading role
of melody in this hierarchical structure.

In Ukraine, this form of music was developed in the 19th century. The most com-
mon was family music (duets, trios, ensembles, quartets). At the same time, a profes-
sional performing culture was gradually formed, the centres of development of which
were not only various educational institutions (gymnasiums, boarding schools, semi-
naries), but also literary and musical evenings, charity concerts, various musical events
of the Imperial Musical Society (IRMS), where chamber music was most often played
(performances of soloists accompanied by piano, chamber ensembles, piano duets). Of-
ten, composers who had an aesthetic need for joint performance were also involved in
such musical events, willingly performing the compositions they wrote for this occa-
sion. There is no doubt that this form of music brought aesthetic pleasure to communi-
cation and was always warmly received by the public.

Mykola Lysenko’s love of performing is a kind of genetic gift from his mother, Olha
Yeremiivna (who came from the Poltava landowner Lutsenko family and the Buliubash
Cossack family), who was a very good pianist (Skorulska & Chuieva, 2015) and became
the first piano teacher for her son. His cousin Mykhailo Starytskyi recalled that M. Ly-
senko especially loved four-hand piano playing, and his musical development was quick
and successful. The technique was easy for him, and his musical memory from the first
steps was extraordinary; a six-year-old child impressed everyone with the skill and pu-
rity of his play when performing complex pieces. In addition, he learned the motifs with
amazing ease and reproduced them with harmonisation on the piano (Lysenko, 1968).
Paying attention to their son’s abilities, his parents invited a music teacher (although
his mother continued to teach him).

Later, during his studies at the Kharkiv gymnasium, M. Lysenko happily performed
at parties, charity concerts, in music salons of the local intellectuals, charming society
with his concert performance and accompanying dances. At this time, M. Lysenko’s mu-
sical talent began to be enriched with folk motifs. He collected and recorded melodies
of old songs and wrote accompaniments to them. Moreover, “he began to create koza-
choks and perform them on the piano with such brilliance and chic that outshone the
cymbals, violin and tambourine” (Lysenko, 1968, p. 20). Subsequently, Mykola Lysenko
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began to compose music for Ukrainian dances, which he performed on the piano at
parties with friends. There was no end to his improvisations, mostly it was dance music,
such as kozachoks, metelytsia, polka, gallops, waltzes, and quadrilles from Ukrainian
folk songs.

As a student of the 7" grade of the gymnasium, M. Lysenko participated in cham-
ber matinees organised by his teacher, Czech educator, and pianist Josip Vilcek. Accord-
ing to Mykhailo Starytskyi’s memoirs, twice a month various musical artists gathered
at J. Vilcek and practiced chamber music. At these meetings, M. Lysenko always per-
formed the piano part (Lysenko, 1968). J. Vilcek wanted his students to be versatile mu-
sicians, he taught them the art of improvisation. Having acquired this skill, M. Lysenko
throughout his life willingly improvised on the piano, instantly creating interesting
compositions based on Ukrainian folk melodies. According to I. Berenbein (2014): “Im-
provisation as a formative principle characterises the features of individual and style
thinking of the composer” (p. 118). M. Lysenko also attended chamber evenings of the
famous philanthropist, amateur composer F. Golitsyn, who noticed the musical abili-
ties of the young student and often invited him to his quartet evenings. M. Lysenko also
went to concerts and musical evenings, which were arranged by the wonderful cellist,
philanthropist, music critic, and musician M. B. Golitsyn (Kashkadamova, 2006). There-
fore, Lysenko acquired his first professional skills in chamber music from his teacher
Vilcek and at Golitsyn’s chamber concerts, which later had a huge impact on his devel-
opment as an ensemble pianist.

Undoubtedly, Lysenko’s talent as a pianist-accompanist and ensemble player is the
result not only of innate talent but also of hard training. Since 1867, he studied at the
Leipzig Conservatory. He explored theoretical subjects and, first of all, studied as a pi-
anist. There were three piano professors: German composer, teacher, conductor, virtu-
0so pianist Ignatius Moscheles, German composer, conductor, pianist and teacher Carl
Reinecke, and German piano teacher and music critic Ernst Ferdinand Wenzel. In addi-
tion, M. Lysenko studied organ playing with Dr. Papperitz, a German teacher, organist,
composer, and ensemble playing with Ferdinand David, a German virtuoso violinist,
ensemble player, and composer. In a letter to his family (dated 7.10.1867), M. Lysenko
wrote about the class of quartet playing and orchestra by Professor David and a prac-
tical exercise for reading music score sheets and conducting: on the piano you had to
play wind parts from the score (not from the piano part), in other words, all the keys to
woodwinds and brass instruments had to be translated in your head (Lysenko, 1964). He
took part in various concerts. In the already mentioned letter to his parents, he wrote
about Friday concerts, which were also weekly practical tests: conservatory students
played trios, quartets, and solos with the orchestra. In another letter to his parents
(dated 26.01.1869), he wrote that in the Abendunterhaltung’e concert he played Chopin
Piano Duo with Dannenberg from Kursk (Skorulska & Chuieva, 2015). And in a letter of
21 May, 1869, he said that the professor of music history and composition Paul and his
friend Azanchevsky invited him to study Azanchevsky’s new quartet and play in Abend-
unterhaltung’e concert (Molchanova, 2015). M. Lysenko’s letters also contain informa-
tion about the exams that took place during his studies (letter dated 29.04.1868): three
exams were scheduled for solo, in addition, one more for chamber music (Skorulska
& Chuieva, 2015). The description attached to the graduation certificate said: “Mr. Ly-
senko, with his exemplary diligence and great talent, has achieved brilliant success and
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is a pianist, whose virtuoso technique and special, sublime and spiritually inspired per-
formance goes beyond what is usually required of students” (Tsaruk, 2019). The follow-
ing was added to the description: “Ensemble play: often visited and sometimes played.
David, confirmed by Carl Reinecke” (Molchanova, 2015, p. 134).

Onreturning to Kyiv after graduating from the Leipzig Conservatory, from the 1870s
until the end of his life, Lysenko carried out an active concert activity. He performed
as a concert pianist, accompanist, and choir conductor, and developed as a composer
and ethnographer. As a pianist-soloist, accompanist, and ensemble player he played
in concerts of the Kyiv branch of IRMS (he was a member of the board), at evenings of
the Literary and Artistic Society (also a member of the board), in monthly folk concerts
in the hall of the People’s Auditorium. He performed solo and ensemble compositions,
performed with singers and instrumentalists as an accompanist. At the so-called mu-
sical and quartet meetings of the Society of the season (1880-1881) as an ensemble
player, he played with Ivan Vodolskyi, Otakar Sev¢ik (violin), Vladislav Aloiz — musi-
cian (cello), K. Duda (bassoon). Together with Kyiv pianists M. Kleibel and N. Krytska,
“he played Bach concerto for three pianos and orchestra, piano parts of Reissiger trio,
Hummel quintet and septet, etc” (Kashkadamova, 2006, pp. 467-468).

Contemporaries noted Lysenko’s masterful command of the expressive and techni-
cal capabilities of the instrument, and the ability to instantly respond to the partner’s
message. In particular, the Ukrainian composer, pianist-virtuoso, teacher, and the mu-
sical figure Mykola Tutkovskyi in his memoirs wrote about M. Lysenko as a pianist with
high technique and a great musician both in solo performances and in ensembles. He
noted that M. Lysenko “willingly participated in the performance of chamber ensem-
bles. At one time, such ensembles were properly organised, and evenings were given in
series with the constant participation of Mykola Lysenko” (Lysenko, 1968, pp. 285-286).
Together with violinists and cellists, M. Lysenko “played an innumerable number of
ensembles of Beethoven, Hummel, Mendelssohn, Schubert, Schumann. Monographic
evenings of chamber works by Glinka, Grieg, A. Rubinstein, Chopin were often held,
and ensembles with Lysenko’s participation invariably adorned them” (Kashkadamova,
2006, pp. 472-473).

There were chamber evenings, concert parties in Lysenko’s house: “Czech musi-
cians, friends of Mykola came: the good violinist Sipek and the other artist — Czech
Szadek, the violinist better known in Kyiv at that time; Mykola joined them as a pianist,
and one of the musicians, a cellist, and then a group was formed that played various
classical quartets” (Lysenko, 1968 p. 121).

One of his letters to his student Ye. Muromtseva (dated 02.03.1890) demonstartes
the importance that M. Lysenko attached to the ensemble playing for the development
of a musician. Mykola Lysenko drew her attention to the need to play more ensemble
music, noting that “musique d’ensemble” (ensemble music — T. M.) best develops a taste
for serious music and helps to develop a clear and confident sense of rhythm (Skorulska
& Chuieva, 2015).

Musicologist and composer Anatolii Butskoi mentioned the decisive role in his life
of the concert in memory of Grieg in 1908, which was organised by M. Lysenko and
0. Vonsovska (mother of A. Butskoi): “my future fate was decided by one case. < ... > At
this concert, the two of them played Grieg’s Violin Sonata in C minor. The impression of
this performance was huge. Mykola Lysenko played his part with extraordinary energy
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and temperament” (Lysenko, 1968, p. 634). Contemporaries noted the energy of M. Ly-
senko’s performance during the ensemble play and a special ability to subordinate his
individuality to the requirements of the whole.

Lysenko was the inspirer of organising various evenings dedicated to the anniversa-
ries of Ukrainian great figures, such as T. Shevchenko (organised the annual Shevchen-
ko concerts), I. Kotliarevskyi and others. Today, such a concert form is common for us,
but it was started by Lysenko’s concerts.

Often Lysenko gave charity concerts, in which he performed with solo piano pro-
grammes, as an accompanist, as well as with concerts of choirs. From 1892 to 1902,
M. Lysenko arranged the famous “choral trips” in Ukraine, in which his choral works on
Shevchenko’s texts and arrangements of folk songs were performed. He conducted four
major tours: 1892-1893, 1897, 1899, and 1902. The programme consisted of two parts:
at the beginning, Lysenko as a pianist performed his works, and then sang the choir,
which he accompanied. Oleksandr Rusov wrote how M. Lysenko in the accompaniment
of the choir “overcame his accompaniment on the first verses, and then, adhering to
the same harmonisation, with each subsequent verse he added either right-handed or
left-handed variazioni (variations) according to the content of the verse. It was not just
a play of the second colouring, but a whole concert improvisation, which was first heard
by our composer” (Lysenko, 1968, pp. 237-238).

From the memoirs of contemporaries emerge the postulates of the work of the
choir accompanist, which were the guidelines of M. Lysenko’s activities. At first, he
played the melody several times: in a primitive sound, then in full sound, with varia-
tions. The next stage was working with singers’ parts. After mastering the melody of the
song in all separate parts, work began on developing nuances with explanations of how
to breathe, and how to sing a particular note. M. Lysenko equated the voice of a person
with an instrument, the piano, in which, in his opinion, you can take any note, if not
in the highest key, then in the middle or lower (Lysenko, 1968). A member of the choir,
student R. Sinkevych recalls: “Here he tirelessly conducts, notices, teaches us. Then
he sits down at the piano, plays with one hand, and at the same time sets the tone. We
learned the march “Hey, come on, guys”. Lysenko played the introduction, then vigor-
ously waved his hand and hit the keys so hard that the string broke <...>. He demanded
insight, lightness, and thoughtfulness” (Skorulska & Chuieva, 2015, p. 553).

According to his contemporaries, Lysenko was a professional accompanist, who
understood how to work with soloists, and what to pay attention to when working on
a composition. In support of this opinion, the article provides some assessments of his
contemporaries on the conceptual foundations of the vocal accompanist’s work, which
guided the artist. Taking an active part in the Literary and Artistic Society, he accom-
panied singers on the piano. He “read the song” himself, explained its character, drew
the singers’ attention to images, the beauty of the word, explained the connections
between word and sound, and could demonstrate the song with his voice. Mykhailo
Mykysha, M. Lysenko’s partner on stage, Ukrainian opera singer noted in his memoirs:
“Mykola gladly accompanied the singers, freely reading sheet music and expressive-
ly nuanced. Studying musical compositions with him has always been a great pleas-
ure because he never constrained the creative initiative of the performer. He attached
great importance to the true emotional embodiment of the word in the song” (Lysenko,
1968, p. 577). Lysenko understood that a performer-singer is an artist who brings the
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beauty of musical works to listeners. “A performer <... > is an artist who has his artistic
vision, and this must be taken into account and in no case should one’s thoughts and
demands be unreasonably imposed on him” (Lysenko, 1968, p. 678). Lysenko’s tact in
working with singers has always ensured success. On the other hand, Mykola Lysenko
demanded that the singers perform in such a way that the listener believed the per-
former. He believed that this is possible when the singer feels the text and internal
dynamics of a musical phrase and conveys them to the listener as naturally as possible.
0. Petliash-Barilotti recalled that he insisted on exact compliance with all the compos-
er’s instructions “from meticulous singing of the smallest notes to mandatory repro-
duction of dynamic shades” (Lysenko, 1968, p. 677).

Lysenko himself, while accompanying, never overshadowed the main melody led
by the voice. However, sometimes the accompaniment reached a beautiful expressive-
ness. According to Sofiia Tobilevych, “either a bandura, or a lyre can be heard in it, or
whole pictures of the army marching are presented. For example, in the accompani-
ment to the song “Hey, do not be surprised”, the heavy gait of the Cossack infantry is
clearly heard” (Lysenko, 1968, p. 408).

The famous Galician composer Oleksandr Barvinskyi also expressed his opinion of
M. Lysenko’s skill as an accompanist. Recalling the performance by the amateur singer,
tenor O. Rusov of Lysenko’s solo song “I care not ...” and baritone K. Hamaliia of M. Ly-
senko’s composition to Shevchenko’s “My thoughts” from “The Slave”, he wrote: “How-
ever, I have not heard such an interpretation, accompaniment, and voice in Galicia, and
the performance of these compositions in the spirit of its creator made such a deep
impression on me that I will never forget” (Lysenko, 1968, p. 194). And one of Lysenko’s
students mentioned that he “played, and his piano roared, moaned, and begged. And we
stood around and sang” (Lysenko, 1968, p. 546).

In all types of creative activity — composer, performer-pianist, accompanist, as-
semble player, conductor, teacher folklorist, etc. — M. Lysenko acted as a tireless public
figure (Kurkovsky, 1973). The composer made a significant contribution to the creation
of a musical repertoire for the Ukrainian theatre. In 1871, M. Lysenko already had ex-
perience working as a repetiteur for singers and soloists at the Kyiv City Opera House,
later in the troupe of his cousin Mykhailo Starytskyi. He was well aware of the specif-
ic character of the work of a repetiteur in the theatre — for example: performing the
part of an orchestra on the piano, being able to reproduce the sound of a particular
instrument, playing under a conductor’s direction, voicing the parts of one or another
actor, reproducing the nature of the character with timbre. “Mykola Lysenko demanded
that all participants have a solid knowledge of the nature of the performance of each
musical or singing act in order to be able to emphasise the desired colour of the per-
formance. Everyone had to understand what he was singing or playing and why. It was
like an introduction to working with singers and musicians” (Lysenko, 1968, p. 401).
V. O. Konnor-Vilinska writes: “When they performed an opera, Mykola Lysenko, sang
all the parts while playing <...>. His voice artistically conveyed all the nuances, and the
artists-singers were very happy” (Lysenko, 1968, p. 348). The famous Ukrainian poet
Maksym Rylsky in his memoirs mentioned the way M. Lysenko “played for almost the
entire Sadovsky’s troupe his new operetta “The Aeneid” (Lysenko, 1968, p. 668).

In 1872, Starytskyi and Lysenko decided to write an opera based on Gogol’s work
“The night before Christmas”, calling it “The Christmas Night”. The work was not yet
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finished, but Lysenko and his friends had already begun preparations for its staging.
Starytskyi gave a very interesting description of the conditions in which the composer
worked, his inexhaustible energy and perseverance in the implementation of his crea-
tive tasks during this period: “Both the autumn and winter of 1873 went spent studying
and rehearsing the comedy. Lysenko worked very hard. With a huge number of lessons,
he had to orchestrate opera, learn choirs (students and amateurs who are completely
ignorant of reading sheet music), work with soloists, and attend my rehearsals, in short,
play the role of both a music teacher, choirmaster, kapellmeister, and accompanist, and
finally — even a character collector, because he had to search for voices throughout
the city <...>” (Lysenko, 1968, pp. 51-52). But Andronyk Stepovych, historian of Slavic
studies, literary theorist, recalled the performance of the opera “A Zaporozhian (Cos-
sack) Beyond the Danube”, where Lysenko “played the piano for singers since the opera
was not yet orchestrated” (Lysenko, 1968, p. 206). All this took place in the house of
the Lindfors, who lived near the Lysenko family. The opera was later orchestrated and
in 1874, as is well known, it was staged at the Opera House and made an unforgettable
impression on the audience.

The high skill of M. Lysenko as an accompanist is evidenced by the fact that he
was one of the first to record together with the singer O. Petliash gramophone records
(excerpts from the operas “A Zaporozhian Beyond the Danube”, “Natalka-Poltavka”,
Ukrainian folk songs).

One more fact of Lysenko’s creative biography to confirm his excellent mastery of
the skills of a repetiteur should be mentioned. Despite the workload and social duties,
Lysenko always found time for his children, to take care of their upbringing and edu-
cation. As a musician, he created an atmosphere that developed their musical abilities.
For educational purposes, the composer wrote a number of works that had quite sig-
nificant artistic qualities. This is how the children’s operas “Koza-dereza”, “Winter and
Spring”, “Pan Kotskyi” were born. Mykola Lysenko was the life and soul of children’s
musical evenings: he wrote music, chose costumes, designs, and conducted rehears-
als. Lysenko’s friends were also involved in the organisation, and among them was the
Ukrainian poetess Lesya Ukrainka. The children’s operas, excellent examples of folk
fairytale plots, were a huge success in a close family circle. Simple images, close and
understandable to children are designed to be performed by children. And over time,
some of them have gained wide popularity and still remain one of the favourite musi-
cal works of young listeners. During the first performances on Reitarska street, these
roles were performed by Lysenko’s children and the children of his acquaintances and
friends. “At these evenings, Mykola Lysenko performed not only as an organiser, but
also as an accompanist and prompter, and after the performance, he also gave his con-
cert. An excellent pianist, Lysenko extremely subtly and artistically performed works by
Schumann, Chopin, Liszt; he often performed his own compositions, captivating young
and adult listeners with his touching playing. <...> he sat down at the piano and played
various polkas and quadrilles, or amused the audience with musical jokes, performing
something like four hands “Dog Waltz” or “Chyzhyk” and inventing a variety of funny
and unexpected variations” (Diachenko, 1968, p. 89).

In 1904, Lysenko’s long-cherished dream came true — a Music and Drama School
was opened (later named after M. Lysenko), which had a well-thought-out system
of educating young musicians, where considerable attention was paid to accompa-
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niment, ensemble playing, and variety performer skills. Musicologist, composer and
teacher, doctor of art studies Anatolii Butskoi recalled: “Lysenko considered constant
accompaniment to singers and instrumentalists, playing two pianos, participating
in piano trios and quartets, skills of ensemble playing to be an indispensable condi-
tion for raising a pianist. The students had to perform on stage — at closed and open
student evening gatherings. Lysenko considered the habit of the stage, overcoming
shyness, and testing the maturity of a student in front of an audience to be a very
important aspect of educating a professional musician” (Lysenko, 1968, p. 639). Often
the school organised musical and literary evenings — both with the participation of
students, teachers, and, of course, the director himself — Mykola Lysenko. Through
his pedagogical activity M. Lysenko laid the foundations of higher special music edu-
cation in Ukraine.

In 1908, the Ukrainian Club was founded, where concerts and literary meetings
were held. In fact, all the concerts were conducted by M. Lysenko — he himself played
and organised string ensembles, as well as evenings of classical music and romance.
Maksym Rylsky wrote that as a high school student he attended club weekly concerts
“with Lysenko’s most active participation” (Lysenko, 1968, p. 659) and there was often
serious chamber music. In the autumn of 1912, the Sadovsky Music and Drama School
and Theatre organised the “Evening of Ancient Music” — a kind of dramatised con-
cert, which became Lysenko’s last performance as a pianist and accompanist in front of
a large audience.

Conclusions

On the example of Lysenko’s accompanist and ensemble activities, the article
demonstrates the defining role of such performing areas as accompanist and ensemble
player in the professional development of a musician. The importance of these types
of performing practice of the pianist and thereby the study of the basic principles of
Lysenko’s activity as a pianist-accompanist and ensemble player in the context of that
time aesthetic values is emphasised. A step has been taken to fill the existing gap in the
history of domestic performance, which will help expand the worldview guidelines of
musicians-performers. Summing up the role of M. Lysenko’s concert and performance
activities in the above-mentioned directions, the importance of the artist’s contribu-
tion to laying a solid foundation for the formation of the Ukrainian professional joint
music art is emphasised.
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Merta craTTi — JOOCIIAMTM MAaJOBiAOMi HAmNpsiMM BUKOHABCbKOI TBOPYOCTI 3HAHOTO
YKpaiHChKOTO KOMMO3uTOpa Mukonau JIMceHKa — 7Oro aKOMITaHiaTOPChbKy Ta aHCaMOIeBy
OisIIbHICTb. MeTomoJiorisl AOCTigKeHHsI. 3aCTOCOBAHO CUCTEMHMIA aHajli3, SIKUi ITO€aHaB
AHATITUYHUI, KYJIbTypPOIOTiuHMit Ta o6cepBaliitHuii Metogy. HaykoBa HOBU3HA. JOCITiIKEHHS
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€ TMeplMM J[OCBiIOM CIeliaJIbHOrO aHali3y BMKOHABCbKOI mpakTuMky M. JIuceHnka sK
akoMIlaHiaTopa ¥t aHcam6iicTa y BiTUM3HSIHOMY MY3MKO3HaBCTBi. BucHOBKU. [[oBemeHO, IO
M. JIviceHKO IPUAiISIB 3HAYHY YBary pisHOBMZAM KaMepPHOT0 My3UKyBaHHSI. BiH GyB i mpekpacHUM
aHcaMOiTicTOM, i aKOMIIaHiaTOPOM pPi3HMX HAMpsIMiB (POGOTA 3 XOPOM, UUTAHHS i BUKOHAHHS
OPKeCTPOBMX TapTUTYp Yy Tepewinani Ha dopreniaHo, BUCTYIM 3 iHCTpyMeHTalicTamy,
BOKaJIiCTaMM, OIlepHe KOPPeNeTUTOPCTBO, I'Ppa y YOTUPYU PyKM). 3 MO3ULil IPYHTOBHOTO aHaJIi3y
03HaueHMX BMKOHABCbKMX Pi3HOBWIB BUCBIT/IEHO Ile ABi IpaHi TamaHTy MuTus. Cnimpamounch
Ha eMiCTOMSIPHY CHafUIMHY Ta CHOTagM CYy4acHMKIB (Kojer rmepiofy HaBUaHHA y JleMnmuu3bKii
KOHCepBaTOPii, ydaCHMKIB XOPiB, CBi[IKiB Ta CIIiBBMKOHABIIiB Y BUCTYIIaX HA MPUBATHUX BevipKax,
y KOHLepTax JliTepaTypHO-apTUCTUYHOTO TOBAPMUCTBA, YKPAIHCHKOTO KITyOY, TUX, XTO HaBUaBCS
y HbOTO B My3MUHO-IpaMaTUYHiii IIKOJi Ta MPUBATHO) i 30epiraiouy aBTEHTUUHICTh TEKCTiB,
IOCTiIKEHO aKOMIIAHIaTOPChKY Ta aHcaMOieBy MpakTuKy M. JIuceHka. [TUTaHHS 3’SICOBYETHCS
Yy KOHTEKCTi IOCTY/IaTiB LIMX Pi3HOBK[iB BUKOHABCTBA Ta YCBiIOM/IEHHS BaXK/IMBOCTI O3HAIOM/IEHHS
YKpaiHCbKMX [OOCIIOHMKIB 1 BMKOHABLiB 3 MucTenTBoM M.JIuceHka $K akKoMIaHiaTopa
il aHcaMOmicTa, 3alTOBHEHHS HAsSBHOI HPOTAJIMHU B icTOpil BiTUM3HSIHOTO MYy3MKO3HABCTBA
i BUKOHABCTBa, PO3IIMPEHHS CBITOITISIIHMUX OPi€eHTUPIB MiaHicTiB-akoMITaHiaTOPiB i aHCaMOTiCTiB.

Knwouosi cnosa: Muxona JIMCeHKO; aKOMIIaHiaTOp; aHCAMOJICT; KOHIIEPTHI BUCTYIIN;
KaMepHe My3MKyBaHHS
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The purpose of the article is to analyse the thematic literature devoted to the proposed
topic. Having determined the state of its research, the authors have to make a scientific and
structural analysis of the phenomenon of ritual and theatrical performance of tea drinking as an
aesthetic component of Japanese classical culture and fill in the existing fact gaps in the research
of the spiritual culture of Japan. The research methodology is based on the principle of historical
reliability and comprehensiveness, an art studies and cultural approach and a set of research
methods. In particular, the descriptive and cultural-historical method focuses on the formation
and development of the ancient ritual-canonised action of tea drinking, and logical-analytical,
problem-chronological and practical research methods are to create a scientific framework of
this phenomenon as an integral socio-cultural phenomenon of Japanese society. The scientific
novelty of the results is based on the introduction into scientific circulation of a detailed history
of the tea ceremony in Japan as a component of its classical culture and the identification of its
specific features obtained under scientific research. Taking into account a retrospective review
of this phenomenon of traditional national culture, the authors have tried to analyse the process
of centuries-old preservation of ancient traditions and their cultivation in the spiritual sphere of
modern Japanese society comprehensively. The very aspect is a vivid example of our centuries-
old national culture. Conclusions. Japan’s cultural uniqueness is that not a single sprout of
ancient national art that sprouted on this soil dies but continues to live forever, bringing up
unique simplicity and naturalness in people, and therefore is carefully passed on to future
generations. In Japan, the ancient and contemporary coexist peacefully, not interfering with each
other, but only feeding the common cultural soil with their juices. As we were able to see, this
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miracle of Japanese civilisation is fully reflected in such a phenomenon of national culture as the
traditional tea ceremony.

Keywords: tea pavilion with garden; bowl; ikebana; master of the tea ceremony; Zen
Buddhism; Buddhist monks; cult ritual; theatrical performance

Introduction

Today, there is an increased interest in the phenomenon of classical Japanese cul-
ture all over the world, which carefully protects the precious treasure of national tra-
ditions, passing them down from generation to generation. This experience, as noted
by academician Omeljan Pritsak, to a certain extent can also be one of the exemplary
tools for a comprehensive study of the cultural history of Ukraine, which since its in-
dependence has been trying to actively revive the spiritual pearls of our ancestors and
implement them. The land of the Rising Sun and the ancient original culture of its
people, for all its many aspects and diversity of directions, the interweaving of reli-
gious and mystical trends, amaze foreigners with the community and integrity of its
national character, stormy creative imagination and the strength of centuries-old tra-
ditions. Today, no one is surprised by the fact that this country is often called a reserve
of ancient traditional art. Among them, a prominent place is given to the Japanese
tea ceremony, which is still considered one of the most prominent business cards of
this Eastern country. Its formation as one of the most remarkable cultural phenomena
of this country took place at a challenging and troubling time for the country, when
internecine bloody wars and discord of feudal clans made people’s lives unbearable.
It is known that it arose under the influence of the aesthetics and philosophy of Zen
Buddhism, which sought to contrast the mood of hopelessness with the worship of
earthly beauty.

The tea ceremony, which is a national symbol of the nation, and in modern con-
ditions continues to enjoy wide popularity among the population. The main parts
of this elegant art procedure are subjects of special university courses, various af-
ter-school activities, classes of “tian’s cups”, created by large companies with good
names and individual public organisations. And this is one of the guarantees of its
vitality.

Recent research and publications analysis. In this work, the authors have refer-
enced the research of domestic cultural scientists, historians, art historians, in par-
ticular O. Pritsak, S. Rybalko (1999), V. Rubel (1997), O. Serdyuk, M. Uspensky, Ts. Fen-
lei (2008), etc., but mainly foreign specialists on this issue, some of which have not
yet been translated into either Ukrainian or Russian — T. Grigorieva, A. Zhukov and
M. Kuchuk (2012), A.Ignatovich, Yu. Kuznetsov, A. Mykriakov, 1. Saburo, N. Konrad,
K. Okakura (1906), R. Powell (2004), K. Surak (2012), K. Tanaka, S. Tanaka and E. Re-
ischauer (2000), Tadashi Kobashi, Muneshige Narazaki, J. Cahill, and Y. Saito (1985).
The scientific novelty is outlined by the theme itself, because the classical art of the
tea ceremony clearly demonstrates to the whole world not only the importance of tra-
ditional preservation of precious treasures of our ancestors, but also ways to introduce
them into modern life.
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Purpose of the article

The purpose of the study is to highlight the main theatrical and sacred actions of
its participants based on a detailed analysis of the formation of an ancient ritual action
as a codification of the ritual tea ceremony, one of the components of the traditional
ritual culture of Japan. In accordance with the purpose, the tasks were set to consider
the evolutionary process of its formation and formation, considering it through the
prism of modernity. The research methodology is based on a system of general scientif-
ic principles, methods and scientific approaches that provide for the use of a complex
of general scientific and special methods that provide a multi-vector study of the object
and subject of research, as well as an opportunity to cover in detail the aesthetics of the
tea ceremony as an important component of classical Japanese culture.

Main research material

Trends in globalisation and the rapid development of market relations in society
often lead to an imbalance in the ratio of material and spiritual in human life. The mod-
ern world, characterised by high achievements in the field of science and technology,
is experiencing a significant crisis in the spiritual and moral aspect. In Japan, these
problems were also somewhat complicated to a certain extent by the specifics of socio-
economic processes that have developed as a result of its historical development.

The crisis of Japanese society in the post-war period, first of all, manifested itself in
the loss of some value foundations of life, and the reason for the violation of continu-
ity in culture-in a certain gap that for some time was formed between the modern and
traditional culture of the Japanese, which since ancient times was built on the basis of
religious, spiritual values. However, the people of the Land of the Rising Sun tried in
every possible way to overcome it in the shortest possible period of time (and achieved
the goal), cultivating those patriotic traits that allow them to feel like a nation of pa-
triots. That is why the problem of preserving national cultural identity, traditions, and
national uniqueness, which is expressed in the classical culture of Japan, was urgent.
Not the least role in this is played by one of its organic components — tea ritual and cer-
emonial action, which is considered the national pride of the country and is reverently
passed down from generation to generation.

There are many legends about the origin of this ancient cult ritual, the appearance
of which is associated with the name of the first patriarch of Buddhism Bodhidharma.
One of them says that once, while sitting in meditation, he felt that his eyes were clos-
ing and against his will he was sleepy. Angry with himself, he snatched his eyelids and
threw them to the ground. In this place, they say that an unusual bush with juicy leaves
soon grew, which later his students began to brew in boiling water and drink a miracle
drink that helps to keep up with the mood for a long time (Rybalko, 1999, p. 4).

However, among them, there are also some legends from the national oral tradi-
tions, which also deserve attention and can be another valuable source for scientists. In
particular, that in fact the tea customs, and later the tea ritual ceremony, originated in
China long before the advent of Buddhism. Some sources tell us that it was introduced
by Laozi. According to legend, it was he who, somewhere around the 5% century BC,
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allegedly first proposed the ritual with a cup of “golden elixir”, which appeared in this
state almost before the Mongol invasion. However, the Chinese reduced the “golden
elixir ceremony” to simply brewing tea bush leaves dried in a certain way in boiled
water, the drink of which was then consumed during meditation to cheer up its par-
ticipants (Veniaminov, 1905, pp. 92-93). However, there is another opinion, which is
held by some Western Orientalists, claiming that tea came to Japan in the 8™ century. It
could have been brought to the country by Buddhist monks from China, Korea or India,
as well as Japanese travellers visiting China. It is believed that the first small areas of
tea were broken up by a Saisho monk in Kyoto back in 802 at the foot of Mount Hieizan.
His compatriots, having appreciated the healing qualities of this drink, began to show
a keen interest in it. But in those years, there was no question of any mass participation.
It continued almost until the 12" century, until the use of tea in Japan became wide-
spread in the country. This phenomenon is associated with the active work of priest
Eisai (1141-1215), who brought the first batch of tea bush seedlings from China and,
as a gentle gardener, began to care for and cultivate them at a Zen Buddhist monastery
(Rubel, 1997, pp. 32-33).

According to one of the ancient legends, tea, as a miraculous drink, was allegedly
presented to the Buddha. It was used during various religious rituals and meditations.
Eisai, convinced of its healing qualities, in his works that have come down to the pres-
ent day, especially emphasised the outstanding benefits of a fragrant tea drink for pre-
serving and promoting health.

The mass spread of the cultivation of tea plants and tea drinking was also promot-
ed by the founder of another direction of Zen Buddhism priest Dogen (1200-1253) in
Japan, who not only initiated the ceremonial and ritual actions of tea drinking in the
warm period of the year “in nature”, in a secluded place but also was well versed in
the cultivation of high — quality varieties of tea leaf, whose plantations in those an-
cient times were concentrated mainly on monastic lands that belonged to the temple
grounds.

Since the middle of the 13" century, due to the increasing influence of Zen Bud-
dhist monasteries on the public life of the country, the tea drink has become popular
not only among monks, but also among samurai, wealthy citizens, aristocrats and some
other strata of society. Moreover, its use took on a ceremonial and sacred connotation,
which was completely in line with the preachers of Buddhism, who saw in the magical
ritual of tea drinking an opportunity, delving into themselves, to think about the mean-
ing of life and try to find its truth.

The best conditions for this could be sacred temple locations, where a person, be-
ing alone, could plunge into the depths of his soul in search of truth. It was these fun-
damental issues that many years of his life were devoted to the cleric of one of the Bud-
dhist temples, Takeno Joo, who was an ardent supporter of Zen Buddhism. Believing
that this sacred place could be a tea pavilion, he decided to start by “modernising” one
of Japan’s first rather primitive shrines for tea drinking, which was built back in 1473.
For his project, he chose a lightweight design, in which he paid special attention to
the lighting that penetrated the room. It was surprisingly “soft” and inspired a certain
mystical mood among the participants of the ritual tea party. It is worth saying that
the design and design of the small, evergreen garden adjacent to it were organically
connected with the Wabi-Sabi aesthetic categories, denoting a harmonious fusion of
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the seemingly incompatible-refined and simple, calm and sad, hidden beauty and con-
ciseness. All this is reflected in this sacred and magical complex.

As a representative of Zen Buddhism, he tried to convey his basic principles to
the participants of the sacred cult rite, which was based on the principle of focus-
ing only on “one’s own strength”, that is, on the experience of a person, making it
clear that neither the knowledge of the Buddha — a great teacher nor the teachings
of a particular mentor in themselves will help in any way. A person should look for
a way to a sudden insight himself. And the expression “I do not know” is an important
leitmotif for immersion in Zen Buddhism because the world is changeable, and the
truth that is not known by reason is constantly slipping away; representatives of this
religious trend believed. This spiritual search has led the inhabitants of this country to
that sacred place where they can fully experience real peace and tranquillity. They be-
lieved that everything in this world has a living soul, even individual objects. Therefore
everything should be treated with extreme caution because they have magical power
and aesthetic qualities.

Another great master, the consistent creator of the Japanese tea ceremony, Mu-
rata Juko (1422-1502), sought to embody the participants’ inner concentration and
spiritual consent in the aesthetics of the art of ritual and ritual tea drinking. In many
ways sharing the point of view of his predecessors, he significantly enriched this magi-
cal, mysterious art of tea drinking with the philosophy and aesthetics of Zen Buddhism.
Murata Jukopreached that the truth of the Buddha can be revealed and can be learned
even in some subtle “stingy” gestures, accompanying, for example, even filling a tea
bowl with a hot-smelling drink (sign language is of great importance in Buddhism, as,
indeed, in many other religions,) and the magical actions of the Tea Master (Okakura,
1906, p. 65). He argued that the tea ceremony is not just the use of a healing drink but
a way to engage in the philosophy of this ceremonial meditation artfully. To convey this
truth, he began using the tiny, modest doujinshi room at the court of Shogun Ashikaga
Murat, drowning in luxury.

Of course, now it is difficult to compare contrasting, at first glance, sacred rooms
of the rich and modest rooms for tea drinking because, even though they are different,
but still things on the same side of the coin. Japanese military leaders and wealthy
merchants, demonstrating greatness and abundance according to their social status,
also wanted to live in an atmosphere of calm contemplation with their hearts and soul.
And the tea room was precisely the place where peace, trust and friendship rule, which
in those days, as well as could not be better suited to the desires of the powerful.

The ceremonial action that Murata conducted personally was an attempt to aban-
don the worries and “hardships” of the mortal world, to escape from the harsh reality of
life in a state of silence and tranquillity. It is believed that it was he who first formulated
the four basic principles of the tea ceremony: harmony (“Wa”), reverence (“Kei”), purity
(“Sei”) and, silence, tranquillity (“Seki”). Moreover, peace and quiet were understood
by him as enlightened solitude. Murata Dzyuko considered the metaphorical image of
a single sprig of plum blossom in a snow-covered forest to symbolise the “wabi” princi-
ple as a desire for simplicity and naturalness (Powell, 2004, p. 198).

In the 15% century, the ritual tea ceremony went beyond the walls of temples with
an accelerated gait and gradually absorbed social life, gaining popularity among the
social elite, particularly the Japanese aristocracy, samurai and wealthy citizens. All this
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was evidence that was slowly getting rid of its religious connotation and turned into
a kind of system of joyful, carefree, secular leisure recreation from the everyday worries
of a wider range of Japanese citizens. In particular, those in power from the military no-
bility and merchants, gathering for political and trade discussions, often took the op-
portunity to offer or drink a bowl of fragrant tea hospitably. It was considered a refined
pleasure to sit nobly at your leisure in a quiet tea room with soft natural light, detached
from everyday worries and worries, and listen, enjoying, to the sounds of water boiling
over the fire.

It should be noted that in the second half of the 15% century, simultaneously with
the increase in the scale of our own “tea” products from China to Japan, many com-
petitive “surrogate fakes” of real fragrant tea also penetrated. And this significantly
undermined the” temple” monopoly of its cultivation and distribution and, to a certain
extent, reduced its quality and, accordingly, disrupted the technological process of its
“artisanal” cooking. The search for a way to counter this “invasion” began, as a result of
which, according to researchers, the custom of organising a kind of mass entertainment
in the form of tea gaming tournaments arose.

At first, they were conducted by monks in monasteries, which were sometimes
joined by samurai — supporters of Zen Buddhism. But gradually, the circle of their par-
ticipants began to expand. During such a competitive tasting event, participants had to
use the testing method to determine better and less high-quality, that is, “good” and
“not quite” varieties. The one who correctly guessed the largest number of varieties was
awarded an incentive prize (Surak, 2012, p. 270).

Representatives of other social groups from among the poor citizens, lower middle
class, and peasants did not stand aside. At that time, ritual and ceremonial tea par-
ties also began to be introduced in their circles according to a somewhat simplified
procedure. Murata Juko is believed to be one of the initiators of these so-called “tea
meetings”. Unlike the pomp of the luxurious tea tournaments of the aristocrats, these
were not entertaining but rather modest, sometimes even silent meetings of mid-
dle-class people, united by the desire to have a good time after meditation during their
leisure hours in the friendly company of lovers of healing, fragrant greens (Saito, 1985,
pp. 239-240). In other words, he tried to contrast the luxurious feasts of the tea tour-
naments of the rich with the naturalness and simplicity, which was more characteristic
of the representatives of his religious views.

A quick insight into that time shows that then in the country, among tea lovers,
there was a tendency to a noticeable increase in the number of supporters of the sim-
plified scheme. However, the boom of classical ritual tea ceremonies still flourished and
gained strength in society despite a significant number of people involved. His sup-
porter Sen no Rikyu (1522-1591), who was a follower of the great Masters of the tea
ceremony Takeno Joo and Murata Juko, decided to organise this magical and sacred
action somewhat. Continuing the traditions of his famous teachers, he also began by
improving the tea house. It should be said that before, the tea house looked like a tiny,
poor hut of ancient oriental sages, very modest both outside and inside.

It was believed that simplicity better created a sense of beauty, and its comprehen-
sion of meaning was achieved through a philosophical understanding of reality. Some
difficulties had to be overcome to get inside, and from today’s point of view, it is even
difficult to imagine this discomfort. In particular, to get into the secret and magical
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“kingdom”, it was necessary to “crawl” through a narrow and rather low entrance —
about one meter in height and width.

The sacred idea of such a reduced entrance had a deep philosophical meaning:
anyone who wants to join the high art of the tea ceremony, regardless of rank, must cer-
tainly bend because everyone is equal here. In addition, such an ancient design did not
allow aristocrats from the highest military class to enter armed — long swords had to
be left outside. And this was not only symbolic but also in line with the basic religious
tenets: “Let all the adversities of life and worldly turmoil leave you, let nothing disturb
your consciousness here, where you need to focus only on the beautiful” (Kawabata,
1969, p. 58).

Adherence to these important principles was the basis of the building conceived
by the outstanding master of the tea ceremony Sen no Rikyt. He decided to radically
organise the ritual and ceremonial complex with the additional construction of a util-
ity room for ceremonial utensils and a sacred garden attached to them. At first glance,
it seemed too simple, even too small, and not much different from its predecessors.
The size of the “treatment” room for a ceremonial tea in those days ranged from about
8 m?. According to ancient sources and legends, such a room one day in ancient times,
by some miracle, seemed to hold a vast number of Buddha’s disciples. It is difficult even
to imagine, but the basic tenets of Buddhism allow the reality of such an event since
the “truly enlightened” do not have the weight and volume of the body (Oldenberg,
1905, p. 117).

It must be said that the reconstructed room was planned very thoughtfully, with all
the subtleties of the case, down to the smallest details. In particular, it was decorated
with “sliding” doors covered with snow-white translucent Japanese paper, which made
it possible, if necessary, to increase or decrease the size (depending on the number
of participants) of the already small room. The ceiling was decorated with bamboo or
reeds, and the open texture of the walls in those days (by the way, as now) was highly
valued. The pillars were mostly made of wood while maintaining even their natural
bark texture. The house was usually dominated by a surprisingly soft semi-darkness,
created by the dim light from small windows near the ceiling and the reflection of light
from the walls decorated with dark grey clay (Fenlei, 2008, p. 94).

To create the effect of a modest hermit’s dwelling when decorating a tea room, all
unnecessary and excessive decorations were removed in advance. Only a scroll with
a philosophical saying in the tokonoma, an old painting, and a bouquet of ikebana
flower arrangements were allowed as decorations in the tea house. That is, the entire
interior of the then classic tea houses fully corresponded to the aesthetic canons and
national character of the Japanese, who strive in every possible way to achieve the inner
harmony of the guests.

Arranging the so-called “cradle” of the ceremonial tea event, he added a small util-
ity room for various ritual utensils. This extra utility room with sacred objects reflected
the main ideas of Zen Buddhism. All participants of the ceremonial event, immersed in
this ritual and formal atmosphere, felt a calming state of pleasant loneliness of a per-
son who seems to be mentally resting in a virtual shadow after exhausting days.

In addition, the great reformer of the tea ceremony also detailed the basic princi-
ples of garden design (chanoyu, roji) as a mandatory attribute of the tea house com-
plex. So, a path led through it to the ceremonial pavilion, for the arrangement of which
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stones and partially large pieces of valuable white paper were first used, which covered
the wet grass. It was done so that the dew would not soak the long clothes of Shogun
Yoshimashi Ashikaga when he went to the tea procedure, and later it began to be paved
with stones. And allegedly, in memory of this ancient historical event, the Japanese
garden path is called roji, the land moistened with dew. And when it was laid out of
various stones, the word “roji” began to denote not only a path of stones, around which
there were stone lanterns and, as if naturally scattered, moss-covered stones, but also
the entire garden. Anyone entering the path paved with large shapeless stones that led
to the magically sacred tea house had to leave at this moment all their worldly worries
and focus only on waiting for the mysterious ceremonial procedure.

Pines, cypresses, sakura, bamboo, and evergreen shrubs were usually planted in
the garden. All the tea ceremony garden elements were supposed to create a special
mood of complete concentration and alienation. By the way, thanks to Sen no Rikyu,
the principle of “sabi” was understood as a new type of beauty, embodied not only in
the tea house architecture and in the design of the exterior of the adjacent garden but
also in the selection of all necessary sacred objects. In the tea ceremony, according to
Sen no Rikyu, everything should have harmoniously formed a single artistic and aes-
thetic ensemble (Powell, 2004, p. 204).

By creating this sacred complex, he achieved his goal. The complex construction of
the building, the design of the adjacent sacred garden, and ceremonial auxiliary “tools”
with an obvious touch of antiquity were closely related to the aesthetic categories of
“sabi” and “wabi”, which signify a harmonious fusion of refined and simple, calm and
sad, hidden beauty, laconism, muted colours. This classic version is now taken as a basis
for the foundation of new pavilions for tea theatrical and ceremonial events.

It is worth noting that the Japanese do not like bright, shiny ceremonial objects;
they are more impressed by the matte finish. In this regard, Ju. Tanizaki writes: “Eu-
ropeans usually use cutlery made of silver, steel or nickel, polishing it to a dazzling
shine, but we can’t stand such gloss. We also use silverware, but we never polish it. On
the contrary, we rejoice when this shine disappears from the surface of objects, and
they, darkening over time, acquire a touch of antiquity. We love things that bear traces
of human flesh, oil soot, weathering, and rain swellings” (Tanaka et al., 2000, p. 222).
Reflecting on these words, one can understand more why the auxiliary sacred utensils
are marked with time — a simple teapot, a wooden tea spoon, a rough ceramic bowl,
etc., the sacred actions of a tea magician in the mysterious semi-darkness of the room
and silence — all this magically fascinates those present, bringing them to a state of
peace of mind.

It is worth adding that, while improving the art of tea ceremony, he first switched
to the widespread use of ceramic dishes and typical “container” vases for traditional
ikebana flower arrangements, which Japanese craftsmen made in the areas of Bizen,
Seto, Shiga. These complementary innovations not only, to a certain extent, popular-
ised the national sacred tableware and auxiliary utensils of local producers but also the
tea ceremony procedure in the society of that time, making it both a religious and sec-
ular event. Over the years, it has acquired a massive normalised character. But perhaps
the most important thing that Sen no Rikyl achieved with his innovations is that he
managed to bring the usual tea ceremony to a theatrical sacred and mystical art that
covered wide segments of the population (Shelestova, 1970, pp. 2-3).
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Arranging the ritual procedure of the tea ceremony and developing etiquette rules
for its participants, he even determined the nature of the conversations in the formal
process, which were supposed to create a mood of alienation from everyday life and
the desire to know beauty. All participants of the tea ceremony, enjoying this theatrical
action, in which everyone carries out their mission, usually conduct a heart-to-heart
conversation, sitting in a classical pose, with their feet tucked under them (on their
heels), within the agreed framework of the classical ritual (Goro, 1957, p. 89). All this
led to the fact that in the 16™ century, the tea ceremony turned into a kind of staged
theatrical ritual, in which every detail, object, and order of things (as in a theatrical
performance) had its own special, unique meaning. Many different canonised rules of
the tea ceremony have appeared, which, by the way, are still valid in our time. Mostly,
they mainly relate to the ikebana flower arrangement, water boiling, tea brewing, the
order and priority of tea pouring, and so on.

All this search for “standart” pursued a single goal — to evoke a sense of natural-
ness from this cult procedure, or even an understanding of the art of its perfect mastery,
which is not artificial. When asked how he achieved such high ceremonial perfection,
Sen no Rikyd, the great master of the tea ceremony, briefly replied: “Very easy. Boil wa-
ter, brew tea, and strive to achieve the desired taste. But at the same time, do not forget
about the flowers of ikebana, which should always look like alive... That is, summer
creates a feeling of coolness and pleasant warmth in winter. As you can see, everything
is very simple, but show me someone who has achieved all this, and I will be happy to
become his disciple” (Okakura, 1906, p. 42). These are wise words, and there is no point
in denying them. However, the years have done no good for various reasons, both ob-
jective and subjective. And of the many tea rooms he created during his lifetime, only
the tea room Tai-an in the Myoki-an temple (in the area near Kyoto) has survived to
this day. Today, it is considered one of the most valuable national historical and archi-
tectural monuments of medieval Japan and is protected by law.

Having made an excursion into the distant past, the authors try to trace the phe-
nomenon of survivability of this organic segment of traditional Japanese culture, which
today continues to play an essential role in its people’s spiritual and social life for sev-
eral centuries. Its innermost meaning is revealed, in our opinion, in the well-known
saying of Sen no Rikyl: “Tai-an is the worship of beauty in the grey light of everyday
life” (Saito, 1985, p. 241). Therefore, it is not surprising that even in the rapid flow of
modern life, which captures and completely absorbs people, the Japanese find time for
tea ceremonies.

However, the study will be incomplete if we do not consider the protocol procedure
for inviting to the tea ceremony, which has been noticeably modernised over the years.
Now it complies with modern etiquette rules and looks something like this. The host
sends invitations to his friends, who, two or three days before the tea ceremony, thank
him for his attention and honour to be invited, confirming their consent. On the ap-
pointed day and time of the tea ceremony, guests gather 15-20 minutes in advance in
a specially designated room and choose a guest of honour (shokyaku), which, as a rule,
is a “status” person or an older person. They also clearly define the further hierarchy
of subsequent actions: who will be the second, third, and so on. In this order, the tradi-
tional hand washing procedure and the sequence of entering the room and seating take
place (Zhukov & Kuchuk, 2012).
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By the way, such a social hierarchy existed several centuries ago, which is evident
from the study materials or historical sources related to the proposed issue. The gen-
erations of Master-reformers of the tea ceremony have changed, and the traditions
laid down in the ancient times and basic trends, only slightly transformed, remain one
characteristic feature of the modern Japanese lifestyle. However, over time, the ritual of
the classical tea ceremony has tended to simplify, including invitations to celebrations.
Still, the procedural requirements for its premises, design, sequence of ritual actions,
and classical behaviour of all its participants remain constant (Suzuki, 1959, p. 26). As
in ancient times, as soon as entering the courtyard of the garden through a simple
wooden gate, guests are immersed in a special world, leaving everything worldly be-
hind and obeying only the laws of magically charming action. They walk slowly along
the alley leading to the tea house in silent concentration. As they moved slowly along
the path, their inner concentration increased. It should be noted that to some extent, it
is facilitated by the same old lantern, the dim light of which also illuminates the path
in the evening and night, and the stone basin (tsukubai), in the hollowed-out recess
of which there is running water for washing hands and rinsing the mouth. There is
usually a small bamboo scoop with a long handle next to it. Traditionally, each guest
was required to wash their hands and face, rinse their mouth, and then rinse the scoop
handle. By the way, water vessels are an indispensable traditional detail not only of the
tea garden but also of any Japanese temple.

As in ancient times, there are evergreen trees, sakura trees, shrubs and grass, and
in some places, charming flowers, including many chrysanthemums and a small pond.
All garden elements are designed to create a particular mood of concentration and
complete alienation among the participants of the sacred tea procedure. Due to this,
the principle of “sabi” was understood as a new type of natural beauty, embodied not
only in the primitively simplified architecture of the tea house and its utility room with
the surrounding “sacred” garden but also in the selection of all ritual and ceremonial
objects: teapots, a pot for boiled water, a bowl for tea, etc.

When entering the tea pavilion, guests immediately take off their shoes, leaving
them at the entrance. Traditionally, after making a bow, they go inside and also sit in
silence on a special mat, concentrating on admiring a scroll with a painting or with
some calligraphic inscription and enjoying the refined naturalness of the ikebana flow-
er arrangement in tokonoma, where now there is also a smoking room with incense.

By the way, the scroll for tokonoma, as in ancient times, is selected with special
care, traditionally remaining an indispensable attribute of the theatrical and ritual tea
ceremony. As always, the lighting of the room is very important. As a rule, the house
has six to eight windows, different in size and shape, which gives optimal-moderate
lighting. In some cases, you can push the window frames apart, and then guests have
the opportunity to admire the charming part of the garden, the mountain against the
background of the evening sky or the sky in the cyclical period of full moonlight. But
most often, the windows in this sacred building are darkened for a certain period of
time, during which guests have the opportunity to examine and evaluate the objects
displayed in the tokonoma carefully.

Not far from it, in the back of the room, next to a burning fire, traditionally, there
is a small stand with a complete set of sacred attributes for holding a tea ceremony, as
if waiting for guests. Among them are a teapot, bowls, and bamboo whisk, which some-
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what resembles a shaving brush, a box for storing tea, goodies, and the like. It seems
that all of them were also designed to create a fantastic mood of concentration and, at
the same time, alienation among the participants of the magical tea procedure.

Over time, the guests focused on the interior, exchanging remarks about what they
saw and its indispensable aesthetic element — tokonoma, which is always the pride
of the owners of the house, the initiator of the tea ceremony (chajin) also appears.
He bows low to the guests and sits down opposite them by the fire, over which there is
a pot of boiling water (by the way, it should be noted that in the classic “chashitsu”, as
arule, it is boiled on coals from sakura twigs). All the traditionally necessary attributes
of tea utensils are next to it: a box with green tea, a bowl and a wooden spoon... Each
item, carrying an important sacred, aesthetic and philosophical load, is often a real
work of Japanese art (Surak, 2012, p. 271). The host slowly pours green tea into a large
bowl, then fills it with hot water (not boiling water). After that, with clear, focused
movements, he whips this mass with a bamboo whisk until the powder is completely
dissolved and there is an olive-coloured matte foam. Guests silently watch the magical
mystery that is happening in front of them, listening to the monotonous and rhythmic
tapping of the whisk on the edges of the bowl.

Having coped with this, he passes the bowl to the main, most honourable guest
with a bow of his head. He takes a fukusa (silk handkerchief, a piece of silk material),
puts it on the palm of his left hand, and puts a bowl on it with his right. Nodding to
a neighbour (osaki ni — after You), he usually takes three sips of green as if melt-in-
the-mouth bitter-tart mass, then puts fukusa on the mat and, slowly wiping the edge of
the bowl with his kaishi (paper handkerchief or napkin), passes the bowl to the second
guest. Repeating the same ceremonial procedure, the bowl is passed in a circle from
hand to hand, so that everyone can also carefully examine its painting, feel its rough
surface and even the warmth of the clay from which it was made. Everyone expresses
great admiration for this work of decorative and applied art. This aspect of the ritual
procedure should contribute to a sense of trust and closeness between all tea ceremony
participants. At the same time, the normalised sequence of ritual actions and compli-
ance with the status of those present are strictly maintained.

Shortly after strong tea, liquid tea is served, and a tray of cakes is immediately
brought in. It is worth noting that this type of tea is prepared for everyone at the same
time in several bowls. Now guests can drink a fragrant drink as they please. After some
time, the guest of honour, on behalf of all present, according to the ritual, traditionally
asks the host to tell the story of the origin of the bowl that he inherited and everything
connected with it. Kindly respond to their requests; he does it a little theatrically with
great pleasure and thus arouses the admiration of the guests.

After finishing this “protocol” part of the ceremonial ritual, everyone somehow
imperceptibly gets involved in a relaxed, intimate conversation. Talking about politics,
everyday affairs, and life problems is not customary. They mostly talk only about the
beauty of the scroll in tokonoma, about the elegance of the mysteriously curved pine
branch in the flower arrangement of ikebana, and about the natural grandeur of the tea
bowl...

The whole ceremonial cycle of the tea ceremony in the tea house and the mystery
of the nearby garden, where guests go out to communicate, wordlessly teach (as in
ancient times) to feel the aesthetics of natural beauty in the ordinary and simple, to
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see the beauty in the small, to realise the high value of everything that we have in
this life.

However, modern ritual tea ceremonies are sometimes designed to be embodied in
the cramped space of a traditional tea house and outside it. Nowadays, they are often
held outside it, even in one of the specially adapted living rooms of the house. It should
be said that this is not always a classical tea and ceremonial event, but most often, it
is some kind of light version with elements of classics. Attention should be paid to the
fact that this is mainly done by women. And often the simplified ceremonial procedure
takes place in ordinary rooms, where even tables and chairs are arranged for guests.
At the same time, the tea ceremony itself, while formally remaining unchanged, is still
significantly simplified. However, it is worth saying that the ceremonial and magical
cult of tea ceremony developed by Zen Buddhists is still jealously guarded, and a seri-
ous deviation from the traditional procedure is considered undesirable in Japan (Sim-
mura, 1961, p. 187).

Modern generations of Japanese people recognise and carefully cultivate the tra-
ditional canons of the tea ceremony not only because it gives them the opportunity for
aesthetic pleasure. In the process of this ceremonial rite, they, having plunged into the
depths of their soul, feel themselves internally through the prism of strict regulation of
the norms and rules of procedural and ritual behaviour, precisely established reasons
for the ritual action, a stable set of sacred and procedural utensils, and so on.

At the same time, for example, when inviting guests to a classic (rather than a sim-
plified “tai-an” ceremony), the Japanese never forget that this is a strictly regulated
traditional ritual action, in which the roles of all participants are clearly described.
As in a “well-directed” theatrical performance, the main role is played by the tea mas-
ter (the person who brews and pours tea), and the rest of the invited guests are active
participants in the ceremonial spectacle. In fact, the master of tea is like a priest who
performs a magical action, and all his guests are directly involved in it. Everyone has
their function and specific behaviour style, including the sitting position and almost
every movement. Europeans who have visited this sacred meditation procedure for the
first time pay attention to the artificially “formed” (even somewhat theatrical) facial
expressions of those present and the refined etiquette manners during the ceremonial
communication of guests.

It should be noted that, as in ancient times, the tea ceremonial ritual is also a time
for conversations about the beautiful, art, literature, painting, and, of course, the mi-
raculous tea bowl, as a work of art, the beauty of the bouquet of ikebana solemnly ar-
ranged for the arrival of guests. When starting the flower arrangement, the host even
considered that, like everything else in the tea ceremony, the smallest details must
correspond to classical principles. In particular, the unity of contrasts, for example,
a pine branch — a symbol of perseverance and eternity can “coexist” with a delicate and
fragile camellia, and so on. By the way, it can very often be just one rose, wildflower, or
even a twig, which are symbols of natural beauty and an indispensable component of
the tea ceremony.

Of course, the scroll in the tokonoma deserves special attention. Even in our times
does not go unnoticed and is traditionally an indispensable subject of discussion during
a classic tea ceremony. However, sometimes the text is written in such archaic calligra-
phy in the Buddhist style for Zen that its meaning is difficult to understand for the mod-
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ern generation of Japanese who are uninitiated in this verbal philosophical wisdom. As
an example, we can cite the following statements: “Bamboo is green, but flowers are
red”, “Things are things, and this is great!” or “Water is water” (Aston, 1904, p. 167). Of
course, not everyone will immediately be able to comprehend the meaning of what is
written on the scroll. Therefore, the host or one of his guests often clearly explained
their meaning. At first glance, it is too simple, but at the same time very deep in phil-
osophical terms, if you delve into the history of the religion of the eastern region. By
the way, similar ideas can be traced in the poetic form of haiku poems, as it is not dif-
ficult to see by getting acquainted with these literary masterpieces of Japan (Rybalko,
1999, pp. 50-51).

It should be noted that today, in modern Japan, there are many forms of the ritual
procedure of tea ceremony, but only a few classic ones have strictly regulated: night
tea, sunrise tea, morning tea, afternoon tea, evening tea, and special tea (Umebaiasi,
2004, p. 115). It is worth focusing on this issue to have a more complete picture of the
traditional culture of tea ceremony in modern conditions. In particular, night tea be-
gins when the moonlight appears in the sky. Guests gather at about half-past eleven,
and the tea ceremony continues until about four in the morning. Usually, the powdered
tea is brewed, which is prepared in front of guests: the leaves are released from the
veins and crushed in a special mortar to a powder-like state. This tea is considered too
strong and is not served on an empty stomach. In this case, according to the established
procedure, the host first treats guests to specially prepared dishes for this occasion
and a small portion of traditional Japanese sake. It is worth noting that they eat very
little, otherwise, the tea ceremony will lose its meaning. He tries to tell them some
interesting life incident or story, that is, he does everything possible to make the time
enjoyable for guests.

Sunrise tea is drunk after three or four o’clock in the morning. Guests stay until
six o’clock. As for morning tea, it is usually practiced in warm weather, guests gath-
er around six o’clock in the morning. Afternoon tea is usually served only with cakes
around noon. As for evening tea, the tea ceremony begins around six o’clock in the
evening. A few words should also be said about a special tea ceremony (rinji chanoyu),
which is arranged on the occasion of any special event: a meeting with friends, holidays
(there are a lot in the country), a change of season, and so on. Usually, it is preceded
by kaiseki, that is, treats with a variety of food: soups and rice, fish, potatoes with sea-
soning, and so on. As in the old days, there are always goodies on the table, although
in a slightly wider range, sometimes even a larger selection of alcoholic beverages is
offered. However, the study indicates that despite some ritual and procedural simpli-
fication of the classical version of the tea ceremony, the spirit of the traditions of the
ancient ceremony remains unchanged: the desire to create an atmosphere of sincerity,
move away from vain, everyday worries and affairs.

Conclusions
Having analysed in detail all the specific features that this theatrical and magical

performance includes and investigating the sources of origin of the tea ceremony, the
authors tried to track the phenomenon of survivability of this element of traditional
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Japanese culture, which dates back to the appearance of such a religious trend as Bud-
dhism in this country. By engaging in a standard ritual procedure, its participants, in
addition to cultivating such important human qualities as simplicity, naturalness and
neatness, also get used to strict order and unconditional compliance with all social
norms and rules. That is, it performs not only an educational function but also culti-
vates the national and patriotic feelings of Japanese people, teaching them to take care
of established traditions.

Having become an organic component of numerous holidays and turned into
a kind of theatrical and ritual action, it actually covered the whole country, gradually
turning from a purely religious to a religious and secular event. At the same time, it is
worth noting that it not only did not lose the main components of the ancient classical
ritual and cult ritual but also brought something new and creative to it, which allows
it to be successfully cultivated in modern conditions not only in the land of the Rising
Sun, but also far beyond its borders.

Today it is the most original, unique art of ancient Japanese culture, which the
whole world knows. It has played an important role in the spiritual and social life of
Japanese people for several centuries, traditionally passed down from generation to
generation. From getting acquainted with the subtleties of ceremonial tea rites, the
mysterious, beautiful world of Japanese classical culture often opens up to foreigners.
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Meta cTaTTi — mOpoaHani3yBaTM TeMaTUYHY JiTepaTypy, MPUCBSUYEHY 3alpONOHOBaHil
TeMaTuili. BusHaumBIIM CTaH 1i [JOCTIAKEHOCTi, 3pOGUTM HAYKOBO-CTPYKTYPHUI aHasIi3
(dbeHOMeHY pUTyaIbHO-TeaTpali30BaHOTO [ilicTBA 4YalOBaHHSI SIK eCTeTMYHOI CK/IaZoBOi
SIMOHCHKOI KJIACUMYHOI Ky/IbTYPM Ta 3allOBHUTM HasiBHI (aKkTONOriYHi MpOrajiMHMU y HAYKOBO-
IOCHiAHIA KapTUHI OyXOBHOI KyabTypu Smnonii. MeTomomnorisi OOCTAXeHHS CHMPAaETbCs Ha
TIPUHIUIT iCTOPUYHOI TOCTOBipHOCTI Ta BCEGIUHOCTi, MMCTEITBO3HABYO-KYIbTYPOIOTIUHMI
Miaxig i CyKyNHICTh METOHiB AOCTiIKeHHs. 30Kpema, OMUCOBUIL i KyIbTypHO-iCTOPUYHUI —
SIK YMHHMKM GOpPMYBaHHSI i PO3BMUTKY CTapOAABHBOIO PUTYaJbHO-KaHOHi30BaHOIO [iiiCcTBa
YalOBaHHS, a TAKOX JIOTiKO-aHaJiTUUHMIA, TIPOOIEMHO-XPOHOIOTIUHMI 1 MPaKTUYHUI MEeTO[,
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JDOCTiPKeHHST — [JIS1 CTBOPEHHSI HayKOBOI KapTMHU LbOro (heHOMeHY SIK LTICHOTO coliaabHO-
Ky/JbTYPHOTO SIBMILA SITOHCHKOTO CYCHiNbCTBA. HaykoBa HOBM3HA DPe3y/lbTaTiB I'PYHTYETHCS
Ha BBeJEHHi 10 HAYKOBOTO 06iry momaTKoBOi iHdopMaliii mpo vaitHy mepeMoHiio y SmoHii sk
CKJIAOBY ii KIacMyHOi KyabTypu Ta BUsIBIEeHHI {i creuudiyHMx 0COGIMBOCTEN, OTPUMAaHUX
y TIpoleci HayKOBOTO JOCTiIKeHHS. 3BaXalouM Ha PeTPOCHEeKTMBHMIL OIS LbOTO GeHOMeHY
HaIiOHAMBbHOI TPaguUIiiHOI KY/IbTypH, 3p06IEeHO CIIPoOy KOMIUIEKCHO MPOaHAIi3yBaTH IPOLeC
6araToBiKOBOTO 30epekeHHsT CTapOJaBHIX TPajuIliii Ta iX KyJIbTMBYBaHHS B OyXOBHii cdepi
CYYaCHOTO SITOHCHKOTO CYCIIBCTBA. A I1e71 aCTIeKT 6araTo B YOMY € ICKPaBUM 3pa3KOM i JI/IsI HAIIO1
6araToBiKOBOi BiTUM3HSIHOI Ky/IbTypu. BucHOBKM. KynbTypHa yHiKambHicTh AnoHIT 06yMOBIeHa
TUM, L0 )KOJieH IapOCTOK JPeBHbOI0 HAlliOHAIbHOIO MUCTELITBA, SIKMIt IIPOPic Ha LIbOMY I'DYHTI,
He BMMPAE, a IPOAOBIKYE JKUTU BiUHO, BUXOBYIOUM B JIIOASIX YHIKaAbHY IIPOCTOTY i IPUPOLHICTD,
a ToMy i I6aINBO MepesacThCs MPUIIEITHIM TOKOMiHHAM. Y 11iif KpaiHi ctapofaBHe i cyyacHe
MMPHO CITiBiCHYIOTb, He 3aBaykKalouy OflHe OLHOMY, a JI1IIe ITiIKMUBJII0I0UY 3arajlbHUIL KYJIbTYDPHUIA
I'PYHT CBOIMM COKaMMU. SIK MM MaJIy 3MOT'y IIepeKOHATHCS, Lie UyI0 SITOHCHKOI LiMBii3alii moBHOIO
MipOI0 Bii13epKaI0ETHCS i B TaKOMY (heHOMEeHi HalliOHAJIbHOI KYJIbTYPH, SIK TpaAulliliiHa yaiiHa
LIepeMOHis.

Kniouoei cnosa: vaitHuit mMaBibitoH 3 camoM; Tiasia; ike6aHa; MaiicTep yaiftHOI 1lepeMOHii;
I3eH-Oynnyu3M; OyaailicbKi MOHAXM; KYJIbTOBUIT PUTYaJT; TeaTpaai3oBaHe AiiicTBO
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The purpose of the article is to explore the importance of digital technology in the organisation
of the creative process. The article analyses the methods of using digital technologies in cultural
practices, highlights theoretical reflections on the meaning of technology in artistic creativity
through the prism of the provisions of technological determinism. The research methodology
is based on an integrated approach and a combination of several methods: analytical — to
consider philosophical, sociological, cultural and art studies literature on the subject of research;
theoretical and conceptual method — to analyse the conceptual and terminological system of
research and identify the features of the introduction of digital technologies in cultural practices,
as well as a comparative typological method — to compare the specifics of human activity and
the functioning of mechanised equipment in the process of creating a work of art. The scientific
novelty of the work lies in the fact that for the first time the features of using digital technologies,
in particular artificial intelligence, in the process of creating artwork are considered, the provisions
of the concepts of “technological determinism” and “singularity” are analysed (using examples of
creating works of art through the use of digital technologies). Conclusions. As a result of the
automation of the creative process, a decrease in human activity is revealed, which actualises
the issue of the uniqueness of artistic work. Potential threats related to the misuse of digital
technologies, in particular artificial intelligence, and people’s excessive trust in automated
mechanisms are identified.

Keywords: digital technology; determinism; artificial intelligence; cultural practice;
singularity

Introduction
In the course of rapid technological progress, the issues of introducing digital in-

novations in all spheres of life are being updated. This leads to a change in the specifics
of the production process and a growing level of user competence. In particular, the
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threat of the Covid-19 epidemic quickly influenced the development of remote work
tools using modern IT solutions. This led to the emergence of a large number of cultur-
al practices. Digital technologies are becoming a driving factor in the cultural progress
of mankind. The need to master new skills in the use of digital devices leads to a num-
ber of further social and cultural problems. This idea is based on the “technological
determinism” concept, according to which technological development and innovation
become the main engine of social, economic, or political change. The followers of tech-
nological determinism consider technology as the basis of all human activity.

The term “technological determinism” was proposed by American sociologist and
economist T. Veblen (1857-1929) (Heilbroner, 1967). His follower Clarence Ayres, based
on the research of his mentor, formulated the concept of “technological resistance”,
according to which technology is a process that can be generated by itself (Mulberg,
1995). This statement led to a complete revolution in the mirror of scientific criticism.
After all, the confirmation of this hypothesis would give the right to consider the func-
tioning of certain digital technologies (including artificial intelligence) as self-suffi-
cient. Since then, many scholars and scientists have begun to pay attention to the im-
pact of cybernetics on modern society. Further studies of the concept are covered in
the scientific works of M. Smith and L. Marx (1994), R. Heilbroner (1967), D. Chandler
(1995), N. Baym (2010, p. 24) and Cl. Fischer (1992). O. Chubukova (2015) in the article
“Cybernetics: from simple systems and technologies to the cyber environment” noted
that with the advent of cybernetics, an industrial society was born associated with the
mechanisation of production and the development of computer technologies in all ar-
eas of management (pp. 33-38).

The issues of introducing technological determinism in artistic culture are consid-
ered in the works of B. Winston (1996, 1998), W.]. Ong (1982). In particular, the phe-
nomenon of media determinism is considered in detail in the studies of G. Innis (2003),
M. McLuhan (1964) and R. Williams (1975).

The concept of a “packing valley” was also launched in recently released trailer ma-
terial by J. Burleigh, Jordan R. Schoenherr, and Guy L. Lacroix (2013), Karl F. MacDor-
man, and D. Chattopadhyay (2017), A. Tinwell, M. Grimshaw, and A. Williams (2011).

Supporters of social determinism E. Durkheim (1982), on the contrary, consider
technology as a result of society and see social needs as the main driving factor of pro-
gress, for the implementation of which certain technologies are used. These radically
different views on technology entail the further course of research and the definition of
the main goal of scientific work.

Purpose of the article

The purpose of the article is to explore the importance of digital technology in
the organisation of the creative process. The research methodology is based on an
integrated approach and relies on a combination of several methods: analytical — to
consider philosophical, sociological, cultural and art history literature on the subject
of research; theoretical and conceptual method — to analyse the conceptual and ter-
minological system of research and identify the features of the introduction of digital
technologies in cultural practices, as well as a comparative typological method — to
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compare the specifics of human activity and the functioning of mechanised equipment
in the process of creating a work of art.

Main research material

The mechanisation and automation of the creative process greatly simplify the
production of cultural consumption products. At the same time, human activity is de-
creasing. The creativity of human thinking and action is based on the ability of inde-
pendent choice. Therefore, in the process of gradual automation of artistic creativity,
the problem arises of diminishing the creativity of performance, the uniqueness of new
inventions. Instead, creative imitation, adaptation, and the search for more and more
convenient ways to use digital tools are being introduced.

According to concept uncanny valley by Japanese robotics scientist and engineer
Masahiro Mori (2012), robots are attractive until the moment they are not able to com-
pletely imitate a person. Scientists Karl F. MacDorman and Hiroshi Ishiguro (2006)
point out that “the valley means the level of kinship of a human observer to a similar
copy — a copy of a person” (p. 302). In the contest of the article under study, a copy of
a person is a robot. Francesco Ferrari, Maria Paola Paladino, and Jolanda Jetten (2016)
found that the humanoid creation led to an increased sense of threat to human iden-
tity. The more a robot resembles a real person, the more it “challenges” (the author’s
expression) human identity. Frédéric Kaplan (2004) stated that these new machines
challenge human uniqueness.

Attributing human qualities to intelligent work breeds fear of technological pro-
gress.

The technological perspective focuses on a creative and constructive approach to
the use of artifacts. The purpose of this reflection is to look for ways to complement
human action.

So, artificial intelligence is the result of human creation and can be considered in
terms of its proper or improper use. Fears about the loss of the dominant position of
man in the world are not unfounded.

Consider the activity of “artificial intelligence” on the example of creating a virtual
picture.

Indicative in the context of the study is the work of Kandinsky by Microsoft, cre-
ated through an algorithmic analysis of Kandinsky’s paintings, the musical work of
Richard Wagner (the opera Lohengrin, 1916), the atonal work of Arnold Schoenberg, as
well as works of modern music.

Due to the generative neural network, the algorithmic construction of the works
of the artist and the musical works of R. Wagner, A. Schoenberg was analysed, a certain
ratio of visual and sound series was revealed. For example, each color shade corre-
sponds to a certain sound, especially the combination of dots and strokes corresponds
to a certain leitmotif.

By changing the melodic pattern, the image changes accordingly. If random com-
binations are added to the sound series, the visual content begins to change. there is
an internal creative improvisation in the development of a picturesque series. Works of
modern musical trends are also subjected to comparative algorithmic analysis and are
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accompanied by pictorial visualisation in accordance with the algorithms for creating
a drawing by the artist Kandinsky.

Thus, artificial intelligence shows us how the artist Kandinsky would paint a pic-
ture today — if he listened to modern music, and not the artwork of famous expression-
ists.

“Generative-competitive neural networks are created in a similar way — two net-
works compete with each other — one, relying on its stock of samples, creates new im-
ages, and the second evaluates them. This method is used to solve a variety of problems,
but it was the example of art that turned out to be the most obvious. The picture allows
not only to better understand how modern methods of artificial intelligence work, but
also to get closer to understanding the very process of creativity,” said Vladislav Sher-
shulsky, Director of Advanced Technologies at Microsoft.

The example of this project shows how, due to algorithmic analysis and modeling,
a certain correlation of sign systems of musical and pictorial works is clarified.

A person cannot foresee how the image will change and, in the end, what the final
result of the work will be.

So we are talking about the peculiarities of the singularity of the Al technology in
the process of organising artistic creativity.

The author of the term “artificial intelligence” John McCarthy pointed out that
the capabilities of modern technologies exceed human ones. The original version (ac-
cording to J. McCarthy) refers to the creation of mathematical and logical models that
can be used in computer programs, and the extended version refers to the creation of
self-learning programs based on models of neural and associative networks that allow
machine learning to be carried out without assistance. human (Rich & Knight, 1991).

In contradiction to the concept of singularity, the idea of a mechanism that, in ad-
dition to self-learning, can generate human desires, a sense of work (anger, suspicion,
and the need to control others) is unacceptable within the framework of the anthro-
pological concept of culture. So far, people should not be afraid of smart robots, but
only the irresponsible use of these machines by people. Work-machines can only be
threatened if there are technological errors or in case of improper operation (or a de-
sire to harm humanity). Therefore, the ethics of “artificial intelligence” users remains
a serious problem (Bostrom, 2014). Appropriate legal regulations must be created here
to prevent the misuse of robots.

In films such as “Blade Runner” (1982, directed by Ridley Scott), “Blade Runner
2049” (2017, directed by Danis Villeneuve), “Ex Machina” (2014, directed by Alex Gar-
land), “I, Robot” (2004, directed by Alex Proyas), it can be seen a futuristic vision of
a world in which people and works work side by side. In cinematic images, humanoid
robots have a desire to be born with humans, a desire for freedom, a sense of human
emotions, the right to individual difference, or the dominance of some people over
others. This assignment of human properties to things is an erroneous attempt at an-
thropomorphisation. Indeed, as experience shows, a humanoid species that is too close
to a person causes a feeling of fear and hostility in a person.

So, stories about threats from cybertech are part of the movie narrative, but real
robotisation has little to do with them. Today it is difficult to stop the development of
technology, fearing that someone will abuse the artifacts of “cyber technology”. We
now perceive robots as useful tools with more information processing power (a large
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amount of data), predominantly more accurate and reliable work (medical work) com-
pared to human activities (Nawrat, 2012).

Conclusions

The dynamic development of technology gives humanity the opportunity to make
many improvements in everyday life. The level of technological difficulty has a social
significance, transforms into the latest types of interpersonal relationships, the latest
social phenomena, dangers and directions for subsequent changes. Some of them are
still difficult to predict. This raises a lot of controversy and questions. Relationships
and correlations imply further new themes that can be touched upon in cultural stud-
ies, in particular, in the development of further provisions of “technological determin-
ism” and “singularity”.

As a result of the automation of the creative process, a decrease in human activity
is revealed, which actualises the issue of the uniqueness of artistic work.

Potential threats associated with the misuse of digital technologies, in particular
artificial intelligence, and people’s excessive trust in automated mechanisms have been
identified.

A technological singularity in art is quite possible. But we exclude the uniqueness
of human activity and artistic creativity. Moreover, we emphasise the need to develop
a symbiosis between man and digital technologies in art: combining the capabilities of
“artificial intelligence” and the aesthetic sensitivity of people.
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Mera cTaTTi — mOCIAUTM 3HaueHHs UUGPOBMX TEXHOJOri B opraHisalii TBOpUOTro
npotiecy. Y cTaTTi IpoaHalai30BaHO MeTOLM BUKOPUCTAaHHS UM(POBUX TEXHOJOTIH B KY/IbTYPHUX
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MpaKkTHKaX, BUCBITIIEHO TeOPeTUYHI MipKyBaHHSI 3HaUeHHS T€XHOJIOTil B XYAOXHil TBOPYOCTi
yepe3 IpM3My IIOJIOKEHb TEeXHOJIOTIYHOrO JeTepMiHi3My. MeTomosoris [OCTiAKeHHS
6a3yeThbCsl Ha KOMIUIEKCHOMY TiAXOAi Ta TMO€QHAHHI KiTbKOX METOMiB: aHATiTUUHOTO — JIJIsT
posrsiny dinocodcebkoi, couionoriyHoi, KylIbTypolIoriyHoI Ta MUCTELTBO3HABYOI JIiTepaTypu
3 IpeaMeTa JOCTiKeHHS; TeOPETUYHO-KOHIIENTYJIbHOTO METOAY — [JISl aHaJIi3y TOHSITiiHO-
TePMiHOJMIOTIYHOI CHCTeMM [OOCTIiIKeHHSI Ta BUSIBIEHHSI OCOGIMBOCTEl BIIPOBAIKEHHS
UMGPOBUX TEXHONOTIN Y KyJbTYpHI MPAKTUKHU, a TAKOX MOPiBHSIIbHO-TUIIONOTIYHOTO — ISt
MOPiBHSAHHS crieuundiky JIIOAChKOI isVIbHOCTI Ta (YHKIIOHYBAaHHS MeXaHi30BaHOI TeXHiKU
y Tpolieci CTBOpPEHHS XyOOKHbOTO TBOPY. HaykoBa HOBM3Ha POOOTHM TIOJSITA€ B TOMY, IO
BIIepIlle PO3IISAAETHCS crienndika BUKOPUCTAHHS MAPOBUX TEXHOJIOTIN, 30KpeMa IITYYHOTO
iHTeneKTy, B MpoIeci CTBOPEHHS XYIOXXHBOTO TBOPY, aHAJIi3YIOTbCSI TOOKEHHSI KOHIIEILIii
«TEXHOJIOTIYHOTO e TepMiHi3My» Ta «CUHTY/SIPHOCTI» Ha IPUK/IAZax CTBOPEHHS XYIOKHIX TBOPiB
yepe3 BUKOPUCTAHHS IMGPOBUX TEXHOJIOTiN. BUCHOBKM. YHACIIZIOK aBTOMATK3allii TBOPUOIO
MpoIeCy BUSIBJIEHO MIPUMEHIIEeHHS JIIOAChKOI AisSTIbBHOCTI, 0 aKTyali3ye MUTAHHS YHIKaJIbHOCTI
XYIOXKHIX TBOpPiB. BusiBjieHi MOTeHUilHI 3arpo3u, MoB’si3aHi 3 HELIbOBMM BUKOPUCTAHHSIM
undpoBUX TEXHONOril, 30KpemMa HITYYHOTO iHTEeNeKTy, Ta HaJAMipHOIO IOBipOI0 Joaeil 10
aBTOMATM30BaHNX MEXaHi3MiB.

Kntouosi cnosa: mmdpoBa TEXHONMOTISI; OeTepMiHi3M; IUTYYHWUI iHTENEKT; KyJabTypHa
MPaKTUKA; CUHTY/SIPHICTD
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The purpose of the article is to present the concept of associative musical text (definition,
typology, methodology) and analytically prove the viability of associative musical text as an
effective technique of modern text forming. Research methodology. The author has applied the
method of generalisation, which allowed us to review the intertextuality issue in humanitarianism
and systematise observations on associative musical texts; a methodological definition procedure
has allowed determining the category of associative musical text; a typological approach has
provided the possibility of differentiating associative musical text; methods hermeneutical-
semantic, intonation and comparative analysis, which have become the basis for identifying
the intonation and dramatic specifics of the works reviewing. Scientific novelty. The author has
proposed the concept of an associative musical text, representing three scientific positions:
definition, typology (10 types), and research methodology. Conclusions. The article proves the
associative musical text concept as a categorically independent, functional, or contemporary
composer’s thinking. It is found that associative musical text, as one of the basic, technologically
developed mechanisms of text formation in modern music, is the sphere of activation of meanings
that is always different, aimed at dialogue or counterdialogy with the primary source, author, era
and its socio-cultural priorities. The theory reasoning for the concept is carried out based on
“Carpe Diem” by the Ukrainian composer A. Bezborodko and “Biber. Battalia a 10 (with pieces
by PatKop from “Ghiribizzi”) by Moldovan and Swiss artist P. Kopachynska. Various trends in
the work of a modern composer with intertext are studied: from Game modelling of “fragments”
of old texts with the discovery of their unexpected figurative and semantic resources (“Carpe
Diem” by A. Bezborodko) to adaptation in a new artefact of a complete composition of the past
(“Bieber. Battalia” by P. Kopachynska). The article has proven the significance of the associative
musical text as a perfect heuristic mechanism of modern text formating, thanks to which there
is the reconstruction and updating of “old” text phenomena and an alternative reputation of the
modern author as a co-creator of a corporate artefact in the article.

Keywords: intertextuality; associative musical text; typology of associative musical text;
modern trends in working with associative musical text; corporate authorship
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Introduction

The category of intertextuality, one of the main ones in the humanities, explains
the principle of going beyond a single text by articulating the ratio text—texts—system.
When understanding the issue through different epochs, a significant intertextual con-
tent of culture appears as a single space in which semantically active units of the entire
text system migrate. For awareness music, the content of the “big text of culture” is
presented by the author’s concept of the associative musical text. As experience proves,
associative musical text works in any mental and historical sectors and acquires special
weight in the era of globalism. The modern potential of the concept is justified by the
study of artefacts of the 215t century that is not adapted by science. In addition to the
terminology and typology of associative musical text, the proposed concept provides
a methodology for analysing intertextual works, which opens up the possibility of stud-
ying a significant field of modern music and provides relevance and innovative material.

Recent research and publications analysis. The concept of intertextuality is tangent
to the associative musical text category (from Fr. Intertextualite — intertext) introduced
by Yu. Kristeva (2000) for marking the ratio spectrum inside the text system. The main task
of modern research, in which the primacy belongs to literary studies and linguistics, is to
study intertext as a work’s structural and semantic core. And although, according to scien-
tists, “the specifics of the perception of intertextuality ... in the formation of intertext rela-
tionships leaves behind a high level of underdevelopment” (Polishchuk & Yurkovska, 2021)
it can be stated that attempts to solve this problem are quite stable and versatile. Modern
humanities provide a wide range of interpretations of intertextuality. It is “the postmod-
ern paradigm, within which the formation of artistic semantic systems and the increment
of meanings takes place” (Kharchenko, 2011), the general mechanism of text formation
(Petrova, 2005), “a set of open and mobile, open intertexts in an infinite space of culture”
(Oliz’ko, 2002), “the artistic principle that guides the musical and creative process”
(Kokhanik, 2013), finally, as a general artistic idea (Kristeva, 2000). As you can see, the in-
terpretation of the intertextuality category performed outside the specification is different
by the nature of textual structures. It is not defined in terms of the main constitutive fea-
ture that would work in various arts. Uncertainty is also observed in the terms. The triad
“proto text, text-donor, text-recipient”, presented in the article by O. Telezhkina (2014),
seems promising but incorrect regarding the synonymy of the first two positions. High-
lighting the discussion areas of the intertextuality issue is the development of terminology,
typology and analysis algorithm (Polishchuk & Yurkovska, 2021); we offer the concept of
the associative musical text. The proposed associative musical text category, fixing the di-
alogue-based and openness of the text space, explains the nature of intertextuality as such
that at all levels of entry into a new system (selection, introduction, adaptation, communi-
cation, awareness) are based on the associative principle as a basic property of perception.

Purpose of the article
The purpose of the article is to present the concept of associative musical text (defi-

nition, typology, methodology) and analytically prove the viability of associative musi-
cal text as an effective technique of modern text forming.
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Main research material

There is no secret that composers often try to increase the semantic communica-
tiveness of music in its focus on the listener. One of the most powerful mechanisms
of such communication is associative musical text. Based on the associative principle,
which, according to neuro-linguists, is a reference in the awareness of any information
(it turned out that a significant part of our brain is the so-called associative cortex,
which makes it possible to assimilate most of the information) (Kintsel’, 2011), associ-
ative material establishes a connection between various objects, one of which disrupts
the other in consciousness. Thus activating contact within the artistic triad “composer-
listener-performer”, the associative musical text draws the work to the system coor-
dinates of intertextuality, hypertext and, ultimately, the vast time-space of culture.
Among the reasons for associative musical text in modern music, we will identify two
main ones that are opposite but complementary. On the one hand, this is the elitism
of many modern works, counting on a worthy “intellectual encyclopedia” (U. Eco) of
a knowledgeable listener; on the other hand, due to the sufficient complexity of the
modern musical language, it is an attempt to strengthen mutual understanding and
strengthen the figurative and semantic layer of music that can be deciphered.

Historically, the trend of the associative ordering of music is represented in differ-
ent epochs starting from pre-baroque and baroque, where the meaning formation was
primarily based on rhetorical figures, typical intonemes and various types of intonation
coding (monograms, numerical symbols, etc.). The associative musical text deserves
special attention at a time when free speech was under threat. We are talking about
totalitarian eras, where the associative musical text became a kind of message of the
artist, their personal rhetorical figure as a message intended for initiates.

Associative musical texts play an important role in modern music, especially in
the culture of postmodernism, with a piece of important parody-game-oriented infor-
mation. The maxim of Oleksandr Kozarenko is indicative in this regard. Recalling the
“end of the time of composers” proclaimed by V. Martynov (let’s also recall Umber-
to’s “The Death of the Author”), Mr V. Kozarenko doomed notes: “We live in an era of
replicas, relays, comments, but not creation” (Kozarenko, 2021). Thus emphasising the
strengthening of the position of associative musical material in artistic creativity, the
composer still ends the maxim in a positive tone: “from the nutritious soil of mentions,
citations, collages arises a new idea. It is fascinating what is beyond that horizon” (Ko-
zarenko, 2021).

Understanding what is beyond that horizon, we will determine the main positions
of the associative musical text concept. It is important to note that the associative text
issue, despite the constant attention of scientists to the issues of intertextuality, is
not specific to music content in terms of a professional research vocabulary and defi-
nition criteria forming. The essence, differentiation and boundaries of concepts tan-
gent to the problem are still in the floating coordinate system, and all associative texts
(quotes, quasi-quotes, allusions, stylisations, reminiscences, parody, collage, etc.) are
considered separately, from different points of view, without taking into account the
system unity and specifics of the ratio, and therefore require a systematic generalisa-
tion, development of criteria for typological differentiation and analysis methodology
that would work concerning all these phenomena. After all, the associative musical text
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is not just a technique but the realm of sensory activation’ that is always different, aimed
at dialogue or counter-dialogue with the original source, author and, more broadly,
the era and its socio-cultural priorities. All this determines the need for a theoretical
justification of the issue.

The first stage of concept development is object definition. The associative mu-
sical text is a concept that denotes various types of allusion intonation material that
preserves the memory of other musical phenomena and has a more or less clear text
address. The intention of the associative musical text to increase the semantic load and
contact of music initiates an algorithm for perceiving material through the prism of the
reproduced original source.

Output criteria, which specify the reproduction of the original source by various
characteristics, contribute to the multi-level typology of associative musical objects.
Emphasising the openness of the theory provided, we distinguish five criteria that al-
low us to differentiate ten types of the associative musical text.

1. According to the first criterion — the quality of the reproduced original in terms
of its concreteness or generalisation, — there are two types of associative musical text,
specific and generalised:

- specific associative musical text is an addressable “text within a text”: it is
a quote, a quasi-quote, an allusion, a monogram, a reminiscence, a collage, some types
of parody, fragments of musical works or even a whole composition (as in the hybrid
project “Boris”, including M. Mussorgsky’s “Boris Godunov” completely adapted in it,
which includes fragments of the new opera “Second-Hand Time” by S. Nevsky (Staat-
soper Stuttgart, 2020) (Solomonova, 2021b).

- generalised associative musical text. There are rather abstract, non-linear genre-
stylistic associations that, due to the wide range of reproduced variants or with a mod-
est musical thesaurus of the recipient, are grasped subconsciously but still direct the
perception of the I. Often, such associative musical texts are associated with the re-
flection of well-known/recognised genre-stylistic matrices, which produces such types
of associative musical texts as stylisation and work on a genre model (let us recall the
“Portraits of Composers” by V. Runchak, where modern means recreate the styles of
J. S. Bach, N. Paganini, D. Shostakovich, and I. Stravinsky).

2. Next type criterion — degree of accuracy of the “literary translation” of the original
in the new text, — creates the following types of associative musical text:

- ones characterised by literally (accurate or almost accurate) representation of
the original;

- those where there is a significant, even cardinal value of its transformation.

3. The third differentiation criterion — the composer’s aesthetic intentions regarding
the proto text, — brings two more types of associative musical text to the arena, which
are characterised by the following variants of reconstruction of the original source:

- “serious” development — with the activation and even deepening of the origi-
nal meanings in “direct” dialogue (as in Yu. Ishchenko’s macrocycle “Eighteen Jewish
Melodies”, based on quotes from the work “Jewish Musical Folklore” by M. Beregovsky);

— profane and ridiculous development, where the original works as a minus-recep-
tion, in the opposite to the original semantic field (simplification of the high-art, play-

' There is the translation of the German word “Zitat”(quote), derived from Latin cito — I call, I proclaim,
I name.
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ing with upper-grassroots cultural parameters, which is observed in the “Anti-Formal-
ist Rayok” by D. Shostakovich or in the anti-totalitarian opera-absurdity “Life with an
Idiot” by A. Schnittke, where the entire pantheon of songs of the era is profaned due to
a cardinal distortion Homo Soveticus: “International”, “Hostile Whirlwinds”, “Glorious
Sea”, “Brave Comrades in Step”).

4. According to the fourth typology criterion, quantitative indicators adapted phe-
nomena, we distinguish the following types of associative musical text:

- with the representation of one or more associative musical textsin gradual hori-
zontal layout;

- with “stretch” or simultaneous exposure to several associative musical texts
(unique examples of this type is a synthesis of the Beethoven theme of Fate with the
first element of the song “Fried Chicken” in A. Bezborodko’s “Capre Diem”, monogram
Fusion D Es S N I “Chizhyka” in “Awakening of Spring” from the cycle “Satires” by
D. Shostakovich).

5. Finally, the fifth criterion — the degree of openness of the primary source for per-
ception from the point of view of its impact on the public, partly scientific conscious-
ness, — allows distinguishing two more types of associative musical text:

- real - recognisable and analytically learned;

- virtual — objectively present but not identified (the essence of a virtual associ-
ative musical text can be materialised by an image of an underwater, hidden part of an
iceberg).

To explain the specifics of the latter, the most difficult to understand virtual asso-
ciative musical text type, we need the etymology of the word virtual. It is derived from
Latin virtus, adjective virtualis translated as capable, strong, and, importantly, poten-
tial, possible. Aristotle, for example, used this word to explain how the possible through
a certain activity turns into the real. This aspect (in our case, this is the analytical work
of the interpreter) is basic for determining virtual associative musical text. So, the virtual
associative musical text is a text in which associative potential exists as a hermeneutical
perspective and an impulse of meaning formation without being conscious and analyti-
cally identified. In the absence of correct decoding of such texts, the author’s idea is dis-
torted, which indicates a sufficient number of unidentified associative objects. Examples
include ballet themes Liebestod by V. Gubarenko, who takes the beginning in the Alpine
Ballad opera and charges the ballet with expressive semantics and intonation plot; the
theme of Thill from M. Karetnikov’s Till Eulenspiegel opera, which is an unidentified
game analogue of the first leitmotif of Thill from the poem by R. Strauss, etc.

The methodology of associative musical text research is based on comparative
analysis and includes the following stages: 1) to identify the prototype and its constant
features; 2) to determine the degree of transformation of the prototype, the nature of
the integration of “own” and “alien” by comparing two co-texts (original and real); 3) to
analyse the mechanisms of composer’s work with the original source; 4) determine and
argue the type of associative musical text.

To argue for the associative musical text concept, we need an analytical study of
modern musical works — “Carpe Diem” (“If Beethoven lived in Odesa”) by A. Bezborod-
ko and “Battalia a 10” by J. Bieber—P. Kopachynska.

Based on a postmodern strategy of homo ludens, O. Bezborodko’s “Carpe Diem”
is evidence of how a talented composer “extracts” unexpected intonation and se-
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mantic resources from well-known associative sources. Using the proven thematic
and style complex of associative musical text (quote, allusion, stylisation), O. Bez-
borodko works on the limits of serious/ridiculous — sacred/profane. In the explosive
intertextual space of “Carpe Diem”, where the holy Beethoven symbols and the “low”
Odesa chanson are placed, any hierarchical boundaries have been abolished. The as-
sociative musical text is quite frank: both persons involved in the thematic disguise,
Beethoven and Odesa, are indicated in the title “If Beethoven Lived in Odesa” and
intonationally materialised in the first bars of the work. A significant emphasis in
working with associative musical text is the “verbatim” initial display of the theme
of Fate (a false impulse to perceive a modern work as Beethoven’s Symphony No. 5).
The deceptive hint is supported by preserving all the indicators of the legendary
theme: it sounds in C minor, Allegro con brio, Fortissimo, in strings and wind instru-
ments. The climax of “deception of expectation” is an unexpected profanation of the
theme of Fate with an “Odesa accent”: replacing the sacred symbol, its first mirror
distortion sounds paradoxical in this context, the initial element of “Fried Chick-
en”, expressed by a radical change in intonation parameters (squeaky timbre of the
clarinet-Piccolo, staccato-discrete, with a pause, holding “Fried Chicken” on PP and,
importantly, with the addition of an enlarged second typical of Jewish intonation to
the heroic theme).

And yet, despite the stated openness of intentions, the opus has a latent-associa-
tive plan, the decoding of which is a cool quest even for a knowledgeable listener. We
are talking about several exquisite Beethoven allusions, the main one of which is the
mystical theme of “Odes to Joy”. Combinatorically assembled from the “fragments”, it
never appears in real form but “disguises itself” in the main music label of Jewry — the
theme “7/40”. The possibility of such an “upgrade” is inherent in the general intona-
tion content of these topics: according to rhythmic features, “7/40” is analogous to the
theme of Fate (three-eighths — a quarter), and according to the melodic features — the
theme of “Odes To Joy” (ascending major movement from the third degree to the fifth,
descent from the fifth to the first).

Built on the principle of disjunctive synthesis, the drama and non-linear seman-
tic structure of “Carpe Diem” allows realising a paradoxical fact: everything included
in the game intrigue of associative musical text, both sacred and profane, is strung
on a single intonation corset — the leit rhythm “three eighths-a quarter”. It becomes
an impulse to synthesise, modulate and replace opposite thematic substances on
the principle of connecting vessels, which allows pulling up other levels of similarity
to the named system (for example, melodic, as in the theme of Fate and melodies
“Chick” and “Bublichki” songs, or the second element “seven-forty” and the theme
“Odes to Joy”).

A higher-order associative phenomenon is interesting due to the subordination
of the “Carpe Diem” drama to the principles of Beethoven’s symphonies with typical
monothematic as “an incessant layering of a qualitative element of otherness” (Asaf’ev,
1981, p. 96). The monothematic adventures of Beethoven and Odesa’s musical matter
lead to the existence of Jewish intonation in two coordinates — playful and dramatic,
the latter of which directs development to a tragic climax (the main one is the almost
mute “minute of silence”). So, as if collecting various projections of the Jewish “un-
bearable joy of being”, the funny-masquerade and tragic “territories” of the associative
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space “Carpe Diem” are closed, combining the primordial melancholy and the positive-
humorous tone of the Jewish worldview.

So, the sacred classical foundation, presented through the prism of associativity,
polystyrene and ironic-shocking, with an “Odesa taste”, grotesque reinterpretation of
Beethoven’s thematicism, really works for a phantasmagoric idea of how the master’s
music would sound if, ironically (the same Fate that intonationally materialises at the
beginning of “Carpe Diem”), Beethoven was a citizen of Odesa. The paradoxical nature
of this hypothesis is obvious, but the creative implementation of the idea is convinc-
ing.

The second representative of associative musical text’s creative potential in mod-
ern art is the work of Moldovan and Swiss composer and violinist Patricia Kopachyn-
ska’s “Biber: Battalia a 10 (with pieces by PatKop from “Ghiribizzi”?). Created on the
basis of the 1673 opus by the Austrian composer George Bieber, this opus marks a radi-
cally new trend of modern test creation — actualisation in a new text of the whole com-
position in the past. In this case, the principle of citation as a literal use of an existing
text is interpreted in an expanded sense: a quote becomes a continuous work. This is
how the innovative image of a modern artist is formed as co-author of a hybrid art prod-
uct (Solomonova, 2021b). The radicalism of the strategy is supported by the variant im-
plementation of the old text, only partially regulated by the entry of additional material
into it (in addition to individual pieces from the cycle of P. Kopachinska’s “Ghiribizzi”,
different ethnic folklore material, the roar of sirens, etc.).

Other modern manifestations of “Battle” include the tendency to compose and in-
terpret a work as a synthetic phenomenon compositional and performing self-expression.
P. Kopachynska not only produces and directs but also performs a work, each time the-
atricalising the performing space in a new way and improvising with its components
(going on stage barefoot, singing and acting instrumentalists, a mobile set of songs,
etc.). All this gives grounds to talk about “a significant expansion of the improvisational
zone as the process of creating an artefact directly during its execution” (Solomono-
va, 2021a).

The freedom of sprouting an old text into a new one is programmed by the unique-
ness of the work of G. Bieber, who made a stylistic breakthrough for many centuries to
come. Probably, the reasons for this progression lie in the laughter paradigm of “Bat-
talia”, which is an impulse to the musical poetics of the future (among the predic-
tions — the rustle of a piece of paper at the bassist, various poly effects, tragicomic
synergy). The baroque technique of superimposing themes in the quodlibet’i (1at. any-
thing), which provokes sharp dissonance, polytonality, polymetry, collage, and the like
was also handy to G. Bieber. That’s right, in the second part of “Battalia”, Die liederliche
gesellschaft von allerley Humor (“Lustful company of all kinds of humour”) Bieber mix-
es German, Czech and Slovak folk songs (an important author’s remark “hic dissonat
ubique nam ebrii sic diversis Cantilenis clamare solent” — “There is dissonance every-
where, because so intoxicated at the same time purr different songs”).

These avant-garde features of the baroque work became a “window” into the future
and were picked up by P. Kopachynska. The dramatic specifics of the hybrid composi-
tion can be explained through the metaphor of the words “battle” and “vinaigrette”.

2 The symptomatic name of P. Kopachynska’s cycle is “Ghiribizzi”, which translates as quirks, flights, tricks,
chimeras, and fantasies.
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The principle of contraction and mixing is implemented at all levels, starting with the
collision of two different texts, one of which layers the other according to the “zip-
per” principle (Nevskii, 2020) up to different styles, different times and different ethnic
“battles” of the material (according to the idea of PatKop, the project performs songs
of those countries whose representatives are in the Performing line-up; in the analysed
version, before the second part, the Russian “Chizhyk” is sung in turn, American “Yan-
kee Doodle”, Ukrainian “Ty Zh Mene Pidmanula” (You Tricked Me — tr.). Another unex-
pected constant of the new composition is the terrible howl of a siren (No. 7, a sign of
specific music), which in the situation of war in Ukraine extremely actualises the work
and resonates with the horrors of every Ukrainian. All this is evidence of the interpre-
tation of a synthetic work as an experimental variable value, open both at the level of
the text itself and in terms of its interpretation.

Conclusions

The conducted research concludes that associative musical text is not just a tech-
nique but the realm of sensory activation — each time different, aimed at dialogue or
counter-dialogue with the primary source, author and, more broadly, the era and its
socio-cultural priorities. The presented concept of associative musical text represents
the following theoretical and methodological aspects. A definition is created; a typol-
ogy (10 types) is developed that records various figurative-semantic, constructive and
genre-intonation parameters of associative musical text; the methodology of associa-
tive musical text research is worked out (identify the prototype and, by comparing the
prototype and the actual text, determine the degree of transformation and the specif-
ics of integration of “own” and “someone else’s”; identify the mechanisms of working
with the original source; determine the type of associative musical text). Analytical
argumentation of the theory is carried out on the basis of the study of modern works
demonstrating various modern strategies for adapting associative musical text: working
with citations and including an entire work in a new artefact. The game intrigue “Carpe
Diem” (if Beethoven Lived in Odesa”) by A. Bezborodko unfolds around well-known
intonation symbols-thematic counterparties placed in opposite upper-grassroots co-
ordinates of culture. On the one hand, these are sacred Beethoven themes of Fate and
“Odes to Joy”; on the other — Odesa-Jewish vernacular (“Fried Chicken”, “Bublichki”,
“7/40”). Intonation work aims to identify the game identity of polar themes due to their
awakening and disjunctive synthesis. The most modern, radically new trend of modern
text creation is actualisation in a new artefact of the whole works of past eras-stat-
ed in the composition “Biber: Battalia a 10 (with pieces by PatKop from “Ghiribizzi”)
by P. Kopachynska. This opus is a unique phenomenon of corporate text, synthesised
from works belonging to different authors, mental and stylistic projections, and epochs
(1673/2021). Among the innovative indicators of such hybrid works is the emancipation
of the composer as the owner of the entire text space, interpreted as a field of inter-time
creative dialogue; the phenomenon of corporate artistic product and, accordingly, cor-
porate authorship, when a modern composer connects to an existing work of the past;
composing and interpreting the work as a synthetic phenomenon of compositional and
performing self-expression.
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IHTEPTEKCTVYAJIbHI MAPIIPYTU CYYACHOI MY3UKU:
IMTPOBJIEMA ACOLIATMBHOI'O MY3NYHOI'O TEKCTY

ConomonoBa Onbra bopucisHa

Zokmop mucmeymeosHagcmea, npogecop,

ORCID: 0000-0002-3058-425X, solo55mono@gmail.com,
HayionanvHa myzuuna akademis Yipaiuu im. I1. I. Yaiikoscvkoeo,
Kuis, Ykpaina

Meta cTaTTi — NpencTaBUTU KOHLEIIL{I0 acoliaTMBHOTO MY3MYHOTO TeKCTy (HediHilis,
TUTIOJOTisI, METONOJIOTisI), aHAIITUYHO AOBeCTU KUTTe3AATHICTE AMT sk mieBoro mexaHismy
MOJIEpPHOTO TEKCTOTBOPEHHSI. MeTOoq0/IOTis JOCTimKeHHsI. BUKOpMCTAaHO MeTOH, y3arajbHeHHS,
0 JO3BOJMMB IIPOBECTM OWISAL MpO6GIeMy iHTEePTEKCTyaJbHOCTI B TyMaHITapUCTHMI Ta
CUCTEMATU3YBATU CIIOCTEPEXKEHHSI LIOM0 aCOLiaTUBHUX MY3UUYHUX TEKCTiB; METOHOJOTIUHY
npouenypy nedinyBaHHs, sika faja 3MOTY BU3HAUUTHU KaTeropito AMT; TUmonoriyamit migxin,
mo 3abe3neunB MOKIMBiCTh mudepenmianii AMT; MeTomy TepMeHEBTUKO-CEMaHTUYHOTO,
iHTOHAIIiTHOTO i KOMIIAPaTUBHOTO aHaJi3Yy, SIKi cTanm 6a30BMMMU JIJisT BUSIBJIEHHST iHTOHAI[iliHO-
npamartypriudoi crenudikuM aHamgizoBaHuMx TBOpiB. HaykoBa HOBM3HA. 3ampoIiOHOBAHO
KOHIIETIIIiI0 acoI[iaTMBHOTO MY3MYHOTO TEKCTY, SIKa peIpe3eHTye€ TPU HAYKOBi MO3uilLii:
nmediHiito, Tunonorito (10 TUMIB), METOMONOTII0 AOCTiIKeHHS. BuCHOBKHU. [JoBeE€HO 3MiCT
TIOHSITTSI ACOLIaTUBHUI MY3UYHMIA TEKCT SIK KaTeropiaJbHO CaMOCTiiTHOTO, (DYHKIIIOHAIBHOTO,
TaKoOTO, WO BiAmoBimae creundili MOgepHOT0 KOMIIO3UTOPCHKOTO MUCJIEHHS. 3’SICOBAHO, IO
AMT, gx onuH i3 6a30BUX, TEXHOJIOTIYHO PO3BMHYTUX MEXaHi3MiB TEKCTOTBOPEHHSI B Cy4YacHiit
MY3MUIIi, € IAPVMHOIO aKTUBALlil CEHCiB — 3aBXKAY Pi3HMX, CIIPSIMOBAHMX Ha [iasor a6o KOHTPAiamior
i3 mepuromkepenomM, aBTOPOM, €IOX00 Ta ii COiOKYIBTYPHUMM ITpiopUTeTaMu. ApryMeHTalIlito
TEOPETUYUHMX TIONOKEHb KOHIIEMIIii TpoBeeHo Ha 6a3i HeaJanToOBaHMX HAyKOI TBOPiB «Carpe
Diem» ykpaincbkoro kommosutopa O. Be36opombka Ta «Biber: Battalia a 10 (with pieces by
PatKop from “Ghiribizzi”) monmoso-mseiinapcokoi muctkuHi I1. Kornaunnacbkoi. JocmigkeHo
pisHi TeHeHIIii po6OTM MOIEPHOro KOMIIO3UTOpA 3 iHTepTEeKCTOM: Bif, irpOBOro MO eTI0BaHHS
«yJIaMKiB» CTapux TEKCTiB 3 BiAKPUTTIM iX HeCrofiBaHUX 06Pa3HO-CEMaHTUYHUX PeCypciB
(«Carpe Diem» O.Be36opoabKka) 7o amarnTaiiii y HoBomy apredaxTi 1iTicHOi KOMIIO3UIIii MMHY/IOTO
(«bi6ep. Battalia» II. KomaunHcbKoi). JoBegeHo 3HaueHHSI AMT $IK JOCKOHAJIOTO eBPUCTUUHOTO
MeXaHi3My Cy4aCcHOTO TEeKCTOTBOPEHHS, 3aBISKM SIKOMY 3[i/iCHIOETHCSI PEKOHCTPYIOBAHHS
J akTyasi3alisi «CTapux» TeKCTOBMX (DeHOMEHiB i CTBEPIKYEThCSI ajJbTepHATMBHE pEHOMe
MOJZIEPHOTO aBTOPA SIK CIiBTBOPIIST KOPITOPATUBHOTO apTedaxTy.

Kntouosi cnosa: iHTepTeKCTyaIbHICTh; acoliaTUBHMUIT My3uuHuUit Tekct (AMT); Tumonoris
AMT; momepHi TeHaeHIIii po60Tu 3 AMT; KOpropaTUBHE aBTOPCTBO

E::i Q This is an open access journal, and all published articles are licensed under a Creative Commons Attribution 4.0.

154



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.23.2022.261010
UDC 7.012°06

HISTORICAL AND CULTURAL ASPECTS IN THE DESIGN
OF THE INDUSTRIAL AND POST-INDUSTRIAL ERA

Anastasiia Varyvonchyk!?, Thor Bondar?, Oleksandra Penchuk3?

IDSc in Art Studies, Associate Professor,

ORCID: 0000-0002-4455-1109, varivonchik@ukr.net,
2Honoured Worker of Culture of Ukraine,

Associate Professor, Department of Design and Technology,
ORCID: 0000-0001-8972-0941, ig.savich@ukr.net,

SPhD in Technical Sciences, Associate Professor,

ORCID: 0000-0002-3092-9780, stolorz17 @ukr.net,

“Kyiv National University of Culture and Arts,

36, Ye. Konovaltsia St., Kyiv, 01133, Ukraine

For citations:

Varyvonchyk, A., Bondar, I., & Penchuk, O. (2022). Historical and Cultural Aspects in the Design of the
Industrial and Post-Industrial Era. Culture and Arts in the Modern World, 23, 155-163. https://doi.
org/10.31866/2410-1915.23.2022.261010.

The purpose of the article is to analyse the historical and cultural aspects of the
ideological and conceptual essence of the foundations of the art project design. The research
methodology includes a comprehensive approach that combines historical and cultural
analysis methods to identify the process of formation of design as a cultural phenomenon.
The scientific novelty of the research is determined by the fact that design is considered
through cultural and historical issues, and the authors have identified the main features of
industrial and post-industrial era design and characterised the designing tools. Conclusions.
It is established that arising from the pragmatic needs of the development of the market of
mass consumer goods, design becomes a general cultural factor and changes the world of
things and the very way of socio-cultural existence of a person. Design is transformed into
a henomenon that combines mass consumption, functional perfection, economic feasibility,
convenience, utility, aesthetic expressiveness of things and the human environment. The
article analyses what tools and tools are used to create images in designing. The role of design
in visual culture is clarified. For a holistic understanding of the design features, the authors
have analysed the transformations in the society of the 20" and early 215 centuries. With the
help of design, new values, norms and meanings are formed in the cultural space, issues of
individual freedom and individuality are raised, and spatial orientations, actions and forms
of existence of each person and society are expanded. The emergence and development of
new trends in design, and the high importance of design thinking in modern culture require
scientific theoretical understanding, which determines the relevance of research. The authors
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provide a direction of scientific, educational and cultural vectors of Ukraine to pan-European
standards and solutions to problems of improving the quality and safety of goods and the
human environment, the implementation of innovative design technology, the preservation
of national cultural traditions in the conditions of unification of production, taking into
account environmental requirements in the designing of the objects, as the main factors of
design development in Ukraine.

Keywords: design; industrial era; post-industrial era; design thinking; designing

Introduction

Currently, global social, humanitarian, political, natural, anthropogenic, and
manufactured disasters lead to the need to quickly and effectively create an envi-
ronment favourable for the life support and life of both individuals, families, and
collectives, including in conditions of restrictions, isolation, and confined spaces.

The activity of a contemporary designer is aimed at solving problems of func-
tionality, safety, and aestheticisation of the subject-spatial environment of a per-
son. For practical design work, it is necessary to know the features of the subject-
spatial environment, structure, trends in its development and factors affecting it
while realising the need to harmonise the individual with the environment and
ensure its safety. Thanks to the latest technology and innovations, there are op-
portunities for contemporary design transformation. Design as an independent
design and art culture is carried out by a system of scientific principles and design
methods that ensure the entire creative process of design work, from a preliminary
representation of the original idea of an individual object to design drawings and
existing patterns.

The analysis of recent publications has shown considerable scientific interest
in the problems of the formation and development of the national design. Sci-
entists O. Boichuk, V. Svirko, V. Rubtsov, and V. Holoborodko (2014) identified the
general components that delay the development of national design — “insufficient
development of the infrastructure of the national design system, primarily re-
gional and industry design centres; insufficient efficiency of the design education
system; insignificant development of the theory and methodology of Ukrainian
design”, etc. (pp. 15-19). The work by I. Hardabkhadze (2019) is dedicated to the
role of design in the social adaptation of a person to the conditions of the digital
environment. Norman (2002) sees design as the science of innovation (p. 268). De-
signer N. Oxman (2015) defined the ways of design development. T. Habrel (2018)
formulated design requirements considering the requirements of spatial situations
and public consciousness. Professional thinking in design activity in the context of
computerisation of society and the ratio of personal and standard in the activation
of design creativity are determined (pp. 8-15).

The comprehensive nature of the influence of design on the existence of mod-
ern society and culture requires setting not only practical but also fundamental
questions related to understanding the design of the object environment, the con-
struction of socio-cultural space and clarifying the role of design in modern visual
culture.
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Purpose of the article

The purpose of the article is to highlight and analyse the historical and cultural
aspects of the ideological and conceptual essence of the foundations of art project
design and to find out the role of design in modern visual culture.

Main research material

The introduction of information and communication technologies, interactive
computer equipment, and innovative materials in various spheres of human life
causes transformations associated with the acceleration of the pace of development
of the latest technology and the intensive enrichment of culture with new artefacts.
Cross-cultural communication allows expanding the understanding of the princi-
ples, nature and ways of designing the “environment” in the modern world.

Social and cultural transformations create the need for constant development
of current conditions and adaptation. The current state of society, politics, economy,
culture and art determine the main directions of development of design practices in
the field of design. Features of the functioning of contemporary design emphasise
the research interest. Design as a phenomenon representing the specifics of mod-
ern visual culture development is a significant element of the new socio-cultural
sequence. Therefore, the study of design in current conditions and applied scientific
significance in such sciences as design history, design theory, and design aesthetics
actualises the consideration of the design phenomenon in a cultural context, which
can reveal the essential foundations of design change in modern visual culture.

In the culture of the industrial era, phenomena emerged that clearly expressed
the peculiarities of its development. One of these phenomena was design. The age
of industrialisation determined the emergence of industrial design as an activity for
designing the object world based on a combination of the principles of functional
significance, aesthetic value and ergonomics. Objects of industrial design existed
exclusively in material form. The experimental work of the VKhUTEMAS and Bau-
haus world design schools led to the invention and approval of industrial aesthetics.
Trained design artists created “industrial art” for production. The design philoso-
phy of industrial design was the formula: “function-design-form”. Since technol-
ogy in the twentieth century developed in three phases: from the development of
the resource of matter to the development of energy resources (power systems), and
then — to information (information systems and networks), the design also devel-
oped accordingly. The popularisation of invention dates back to the beginning of the
twentieth century. In the technical world, there was a transition from steam ener-
gy to liquid hydrocarbons — to the internal combustion engine and diesel engine.
Applied electricity and currents of different frequencies are being massively used.
New means of communication were available: telegraph, telephone, radio, audio and
image recording.

T. Maldonado developed the design theory in 1964. The design was considered
a creative activity, which is to determine the formal qualities of objects produced by
industry. These qualities of form related to both image and structural and function-
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al connections that turn the system into a complete unity from the point of view of
both the producer and the consumer. A universal definition of design was presented
in 2001 in Seoul, which revealed the goals, objectives and role of design in modern
culture and society: “Design is a creative activity, whose aim is to establish the multi-
faceted qualities of objects, processes, services and their systems in whole life-
cycles. Therefore, design is the central factor of innovative humanisation of technol-
ogies and the crucial factor of cultural and economic exchange” (Joor & Brezet, 2015).
The conference also identified the main design objectives in global, social, cultural
ethics, semiology and aesthetics. The design aims to reveal and evaluate structural,
organisational, functional, expressive and economic relationships, to enhance global
sustainability and environmental protection, give benefits and freedom to the entire
human community, individual and collective, to fulfil final customer, producers and
representatives of market relations needs, support cultural diversity, despite the glo-
balisation of the world; provide goods, services and systems with forms that are most
expressive and consistent with the degree of their complexity (Joor & Brezet, 2015).
The aims mentioned above show design concerning various structural elements of
the cultural space, including the cultural space of society, information and sign and
intellectual freedom. The multitasking of design and the popularisation of design
thinking indicate a growing interest in how designers’ working methods can help
solve community and society’s problems. Design thinking is not new, but it has been
marked as an exciting paradigm for solving complex issues in recent years. Design
thinking is a human-centred approach to problem-solving that mimics the way de-
signers think and work (Hoolohan & Browne, 2020). In addition, it is important to
reveal a design as a significant phenomenon of cultural space and show its impact on
various elements of contemporary cultural space. The creative and aesthetic nature
of design activity as an activity ensures the harmonisation and humanisation of the
modern subject world.

In Ukraine, the formation of industrial design took place in the south-eastern re-
gion, the centre of development of which was Kharkiv, with powerful branches of West-
ern European companies AEG, Helfferich-Sade, metalworking, mining equipment, and
locomotive construction enterprises. The creation of industrial forms and the aesthet-
ics of the future subject environment were influenced by H. Narbut, O. Arkhypenko,
V. Meller, O. Ekster, B. Kosarev, V. Yermilov, V. Krychevsky. By introducing artistic de-
sign methods, the quality of machine-building products and cultural goods improved.
There was a “development of industrial design, the flow of images, and not utilitarian
technical systems”, the purpose of which was to design figurative systems based on the
material of massively replicated technical systems (Svirko et al., 2014, pp. 35-43).

In 1962, the All-Union Research Institute of Technical Aesthetics was established
with branches in Kyiv, Kharkiv, Vilnius, Baku, Leningrad and other big cities. A year
later, based on the Kharkiv Art Institute, the Kharkiv Art and Industrial Institute was
founded and converted to train industrial artists. At all large industrial enterprises,
technical aesthetics and artistic design departments began work, whose responsibility
was to develop competitive products and household goods for the population and de-
sign the industrial environment and social and cultural facilities. Technical Aesthetics
magazines and books on the history, methods, and theory of design were published
(Svirko et al., 2014, p. 37).
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In the 1960s, design focused primarily on mechanical engineering products and,
more specifically, on improving their operational qualities, but not aesthetic charac-
teristics. The main thing is not the technical systems themselves but the knowledge
intensity of the products produced. Consumer goods were a very distant second. Based
on Kremenchuk, Zaporizhzhia, Lviv, Lutsk automobile plants, Kharkiv aircraft and trac-
tor plant, Kyiv Arsenal plant, shipbuilding enterprises of Kherson, Kerch, Mykolaiv, and
other enterprises of Ukraine, industry design centres were being established. Designers
were given the task of being guided primarily by internal production interests, that
is, to strive to unify products and reduce material costs. As a result, the production of
template models that differed only in colour occurred. The main difference between
Soviet household items and from techniques to furniture was reliability and minimal-
ism, often to the detriment of external attractiveness, which was due to a shortage of
raw materials. All products were produced with the expectation that they would serve
for more than one decade. Since the mid-1960s, great importance in production ac-
tivities has been attached to the design of products with high-quality and aesthetic
properties (Svirko et al., 2014, p. 38). Industrial design products and packaging embody
branded graphic trademarks of factories, enterprises, and institutions, and install visual
communication systems. Since 1967, the use of artistic design methods and the quality
of manufactured products have been positively influenced by the practice of assigning
a “quality mark” to products. Manufacturers who received a positive conclusion from
the All-Union Institute of Technical Aesthetics had the right to put on their products an
emblem in two areas-consumer and aesthetics — a pentagon with slightly convex sides,
associated with the components of quality: reliability, safety, accessibility, innovation,
aesthetics and a stylised image of lever scales (upper checkmark) and compasses (low-
er checkmark), illustrating the thesis “from comparison to conformity” (or in another
interpretation — a stylised image of a human consumer). A well-known trademark on
the territory of Ukraine was a stylised image of a bird. Ukrhudozhprom Republican In-
dustrial Association of Art Crafts received a certificate for the right of exclusive use of
this trademark in 1974 (Varyvonchyk, 2019, p. 358). The need for design focused on the
design of visual messages, i.e. graphic design, became relevant.

In the 1970s and 1980s, the designer not only created a project for a new product,
but also took an active part in planning the product range. Programming consumer be-
haviour through branding, image management, and will management through the my-
thologisation of goods and services exists if the manufacturer of goods or services com-
municates with the consumer. Communications create the basis of material production.
If there is no communication, there is no translation of images and programmes. Thus,
industrialisation contributed to the formation and development of industrial design
and the emergence of graphic and media design related to visual communications and
visual culture. The main factors of industrial design are utility, functional perfection,
convenience, economic feasibility, environmental compliance of design products, and
beauty as a manifestation of the aesthetic design principle.

Professional improvement of masters of Ukrainian industrial art took place thanks
to the creation of the Union of Designers in November 1987. The design activity of sub-
sequent years is characterised by independence, the absence of ideological clichés and
the dictates of a planned economy. Next, the Cabinet of Ministers of Ukraine adopted
Resolution No. 37 as of January 20, 1997 “On Priority Measures for the Development of
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the National System of Design and Ergonomics and Implementation of their Achieve-
ments in the Industrial Complex, Residential, Industrial and Socio-cultural Sectors”,
where it was proposed to “develop measures for the development of design and er-
gonomics as components of the scientific and technical policy of industries in order
to increase production efficiency, improve consumer properties of industrial products,
improve conditions and improve labour safety, implement design-ergonomic devel-
opments to ensure the design and creation of industrial products that have national
economic significance and are exported” (Cabinet of Ministers of Ukraine, 1997). It was
determined to reform the design education system and create a “technical committee
for standardisation in the design and ergonomics and the computer design and ergo-
nomic network of Ukraine with its subsequent integration into the international com-
munity of internet networks”. The information sector of Economics began to develop
at the fastest pace. Computer and telecommunications technologies that appeared in
the second half of the twentieth century can be designated as a sign of the formation
of information or post-industrial society. Telecommunications, computerisation, and
the spread of the Internet stimulated the emergence of media design aimed at working
with virtual space and activated the development of the graphic design to work with
information and build visual messages using verbal and nonverbal speech systems.

New directions of project creativity in design are associated with virtual, multime-
dia and immersive space. The main reason for the functioning of design in these areas
is explained by the ability of the individual and society to perceive information visually,
audibly, tactilely, kinesthetically, and so on. The contemporary design works with de-
tails of different orders, affecting people. In the virtual information field, audiovisual
information transmission channels are mainly updated. In the immersive space, it is
possible to enhance audiovisual channels with special effects and include additional
influence media, such as augmented reality. Designers who master virtual space have
experimented with different means of expression, with other techniques and technol-
ogy. A special place is occupied by issues of safety and environmental friendliness in
implementing the tasks of contemporary designing.

With the development of technology, culture changes, so design as part of the
culture in a changing environment reveals new directions of evolution. In the post-
industrial society, the applied role of fundamental scientific research has increased,
and resource-saving, knowledge-intensive and information technologies have gained
the greatest development. These are, in particular, software, microelectronics, telecom-
munications, robotics, biotechnology, production of materials with predefined proper-
ties, etc. The issue of aesthetics is shifting towards the effectiveness of the tasks solved
with their help. Each designer uses a unique set of tools, technology and methods, their
own creative style and manner, which is reflected in the work results. Design is part of
a whole common communication space — a cultural space that focuses on cutting-edge
technological achievements and the most progressive phenomena. A virtual environ-
ment is implemented in interactive projects that assume that the user, turning from
a passive recipient to an active creator, gets access to co-creation.

At the end of the twentieth century, “from the field of designing objects for var-
ious purposes, the design grew into a more general category, a new type of culture
and a special type of broad problem creative thinking — “Third Culture”, “Project Cul-
ture”, after scientific and technical (science) and humanitarian (art)” (Archer, 1979).
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English theorists B. Archer and A. Cross thoroughly proved the fact of the birth of “Pro-
ject Culture”, defining it as “the combined experience of material culture and an array
of knowledge, skills and values embodied in the art of planning, invention, shaping
and execution” (Boichuk, 2013, pp. 45-48). Project culture is the most important of
the values of the human community, which is implemented in people’s activities as
a special type of thinking and practical work on the formation of the environment and
life processes. Project culture combines design methodology and experience, project
approaches, value orientations, ethical norms and creative concepts of professionals.
It is distinguished by its innovation and ability to practically solve problems that have
no analogues.

Conclusions

Design is a social and cultural phenomenon with a certain system of values, norms
and principles of design, professional activity and a component of the production pro-
cess with results-artefacts in the form of design objects that harmonise the relation-
ship between a person and the subject-spatial environment. It has passed the stage of
self-development, socio-cultural deepening and has become a cultural phenomenon
that can solve current and global problems. As a way of communicating and expressing
one’s attitude to reality, design is a link between spiritual and material culture, aesthet-
ic and technical, artistic and utilitarian, innovative and traditional. In the society of the
post-industrial era, there was a reassessment of values, and social and humanitarian
problems are becoming significant, in the centre of which there is a person. Design ac-
tivities are involved in solving environmental and social issues. Design and ergonomic
developments are carried out to ensure the design and creation of industrial products.
The main difference between the functioning of post-industrial design and the design
of the industrial era is that the objects of contemporary design exist in material and
digital form while filling the socio-cultural space. Design is a phenomenon of project
culture, a synthetic, integrative and systemic phenomenon. In contemporary culture,
design takes special attention; it is allocated the role of the primary means of designing
objects of material culture and creating new cultural prototypes.
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Meta crarTi — npoaHami3yBaTy iCTOPMYHI Ta KyJbTYPOJIOTiYHi acleKkT! ifeosorivyHoi
Vi KOHLENTyaJbHOI CYTHOCTI 3acaj, XyLOXKHbO-IIPOEKTHOI JIis/IbHOCTI Au3aiiHy. MeTonmosoris
IOCTIIKeHHST Tepenbavae BUKOPUCTAHHSI KOMIUIEKCHOTO MOXOAY, ILIO IOENHYE METOAM
ICTOPMYHOIO Ta KyJbTYPOJOTIYHOTO aHasli3y [AJi BUSIBJIEHHS IIPOLIeCY CTAHOBJIEHHS OV3aiiHy
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K (eHOMeHY KyibTypu. HaykoBa HOBM3HA NOCHIIKEHHS BM3HAYAETBCS TUM, IIO AU3AiH
PO3MIANAETHCS Y KOJi KY/IbTYPOJIOTIYHNUX Ta iCTOPUYHUX MIPOGIEeM; BU3HAUEHO TOIOBHI 03HAKM
IU3aiiHy iHAYCTpiaabHOI Ta MOCTiHAYCTPiaJibHOI epy Ta CXapakTepu30BaHO iHCTpyMeHTapiii
IV3aiiH-TIPOEKTYBaHHS. BUCHOBKM. BCTaHOB/IEHO, 1110, BUHMKHYBIIM 3 NMPAarMaTUYHUX MOTPE6
PO3BUTKY PMHKY TOBapiB MacoBOTO CIIOKMBAHHS, IM3aliH CTA€ 3arajibHOKYIbTYPHUM (HakTOpOM
i 3MiHIOE He TiIbKY CBIT peueii, a it cam cIoci6 COIiOKyIbTYPHOTO iCHYBaHHS MOAMHK. [13aitH
TpaHcopmyeThCs B heHOMEH, 1[0 MOESHYE MacoBe CIIOKMBAHHS, QyHKIIIOHaIbHY JOCKOHAICTD,
€KOHOMIUHY [OLiJbHICTb, 3PyYHiCTb, KOPUCHICTb, €CTETUYHY BMPA3HICTb peui Ta JOBKI/UISL
JIOOVHU. Y CTATTi aHAMi3YIOTbCS 3aCO0M Ta iHCTPYMEHTH, 3a JOIIOMOTOI0 SIKMX CTBOPIOKOTHCS
o6pasu mif yac OM3aiiH-IPOEKTYBaHHS. 3’SICOBAHO POJIb OU3aiiHy Yy Bi3yaslbHill KyabTypi.
s uimicHOro po3yMiHHSI OCOGIMBOCTEN AM3aiiHy MpoaHaxi30BaHO TpaHcdhopMallii, sKi
BimbyBasucs y cycninbeTBi XX — mou. XXI cT. 3a o1oMoroo gu3aitHy B KyJAbTYPHOMY ITPOCTOPI
(hopMyIOThCST HOBi IIIHHOCTi, HOPMU Ta 3HAUEHHS, TOPYIIYIOThCSI IIUTAHHS CBOOOIM OCOBUCTOCTI
Ta iHAVBILYyalbHOCTI, PO3IIMPIOIOTHCS TPOCTOPOBi OpieHTAalii, [ii Ta dopMu icHYBaHHST KOKHOT
JIIOAVIHU Ta CYCIiIbCTBa 3arajoM. IlosiBa Ta PO3BMTOK HOBMX HANpPSIMIB B IM3aliHi, BYCOKa
3HAUYL[iCTh IM3aliH-MUCIEHHS B Cy4yacHiil KyJabTypi MOTpeOyloTh HayKOBOTO TEOPeTUYHOIO
OCMMC/IeHHSI, 1[0 BM3HAUa€ aKTyaJabHICTb HOCIIIKeHHS. BM3HaUeHO CIpsIMyBaHHSI HAyKOBO-
OCBITSIHCBKOTO Ta KY/IbTYDHOTO BeKTODiB VYKpalHM Ha 3arajJbHOEBPOIENCbKI CTaHAAPTU
Ta pO3B’sI3aHHS TIPO6JEeM TiIBMUIIEHHS SKOCTI Ta 6e3MevyHoCTi ToBapiB i cepemoBuiia
SKUTTEMISVIBHOCTI JTIOMMHY, BTiIEHHS iHHOBAIIHUX TEXHOJIOTiM MPOEKTYBaHHS, 30epekeHHs
HalliOHAJbHUX KYJAbTYPHUX TpPamMIliii B ymMoBax yHidikaiii BMpOGHMIITBA 3 YpaxXyBaHHIM
€KOJIOTIYHUX BUMOT TPV TPOEKTYBaHHI OG’€KTiB MM3aifHEPCHKOI MisNIBHOCTI SIK TOMOBHUX
YMHHUKIB PO3BUTKY IM3aliHy B YKpaiHi.

Kniouosi cnosa: nysaitH; iHgycTpianabHa epa; MOCTiHAYCTpiaabHa epa; OM3aiiH-MUCIeHHS;
IV3aiiH-TIPOEKTYBAHHS

E::i Q This is an open access journal, and all published articles are licensed under a Creative Commons Attribution 4.0.
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The purpose of the article is to explore the differences in perceptions and approaches to
typographic design among the various communities that make up Haredi society. In general,
the shape of the letter will be affected by the division between religious and non-religious
genres, as well as by the intra-Haredi social division between “Hasidim” and “Lithuanians”,
the two dominant groups that make up the Haredi society, whose lifestyles differ in several
areas. The proposed article is an additional tier to previous studies and investigates the Hebrew
letter and its role in the world of journalism as conveying a message in the social-educational-
ideological context, even without referring to what is actually written. The study reveals and
deciphers the power struggles and relations that exist in the ultra-Orthodox world through the
images and through the mechanisms activated through them and their results, as part of the
visual culture. The research methodology is based on the integrated use of general scientific
methods: analytical, systematic, historical, and comparative. Conclusions. The daily and weekly
Haredi press is considered as something that “under the circumstances” is needed and yet is
a major player in the Haredi visual world. The Ashkenazi Haredi press is divided into defined
sectors. The newspapers of the Hassidic communities preserve a long-standing typographic,
advertising, intra-community tradition, based on the design style of Jewish newspapers from
early twentieth-century Europe. The newspapers of the Lithuanian communities reflect the
character of the public who read them, who are more modern in their lifestyle. Even though
there is strict control over the content, these newspapers reflect modernism in their typographic
layout and letter style selection. The newspapers in both groups undergo strict editing in both
content and form, and their respective rabbinical councils work hard to adapt them to their
respective readership. The choice of letter, colour, and composition are borrowed, among other
things, from the world of clothing, which has many rules, and reflects what is happening within
the community. The differences between the Hasidic and Lithuanian groups are evident in their
attitude to the visual elements in the various types of printing and advertising. The Haredi
public are proficient readers and are aware of the subtleties of the shape and size of the letter
from an early age. Therefore, the letter serves both as content and form, and its use in the visual
world is varied. In addition to being a tool for content, the letter will be used for an image,

© Efrat Grossman, 2022 The article was received by the editorial office: 27.02.2022
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a Hebrew date, gematria and to create an atmosphere of sacred or secular, depending on the
typographic choice.
Keywords: Haredi press; letter; typographic; typeface; newspapers; Israel

Introduction

The Hebrew letter is a communication medium that operates in the interface be-
tween form and content. The changes that have taken place over the years reflect the
social, cultural, and religious history of Israel, and one can find in the Hebrew letter
affiliations with different ideologies. A look at the press, its advertisements and de-
sign over the years reveals that it is possible to identify connections and affiliations
to historical chapters that have certain characteristics which have changed when new
chapters began.

This article deals with the Hebrew typeface from the 1990s and its appearances in
the Haredi (ultra-Orthodox) Ashkenazi press in Israel. Haredi Judaism as an isolated
and distinctive culture (Sivan, 1991), upholds Jewish law in all its details (“Haredi”
means fearful, i.e., fearful of God’s wrath) and is characterised by absolute subordi-
nation to Torah authority, communal isolation, adherence to community institutions,
adoption of a conservative worldview and a distinct external appearance. The ultra-
Orthodox society preserves a “sacred space”, which is reserved for Torah learners, in
its separation of everything that is reminiscent of the secular world, the “outside”
world.

Purpose of the article

Design elements in Haredi society are characterised by conservatism and restraint.
Over the years, this conservatism has been the solid foundation for the visual sepa-
ration between the ultra-Orthodox and the secular. Separation from secular society
means walking in the ways of the ultra-Orthodox and avoiding the adoption of customs
that are considered secular. This article will explore the differences in perceptions and
approaches to typographic design among the various communities that make up Haredi
society. In general, the shape of the letter will be affected by the division between reli-
gious and non-religious genres, as well as by the intra-Haredi social division between
“Hasidim” and “Lithuanians”, the two dominant groups that make up the Haredi so-
ciety, whose lifestyles differ in several areas. Hasidism, which arose in the second half
of the seventeenth and early eighteenth centuries, against a background of religious
ignorance, dire economic circumstances, and poor morale among the Jews of Eastern
Europe, saw as a supreme value the closeness of the Jews to a happy and simple Judaism
that does not require great scholarship (Alfasi, 1961). The movement was headed by the
“Baal Shem Tov” from Mezhibozh, Ukraine. The Hassidic society has its own graphic
language, made up of symbols designed in the spirit of the European Art Nouveau of
previous centuries, which convey a message of glory, rule and power, and this echoes
the birthplace of the Hasidic movement.
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The Lithuanian ultra-Orthodox continue the scholarly, striving for excellence life-
style that was crystallised by the “Vilna Gaon”! in nineteenth-century Lithuania, hence
their name (Baron, 2017, p. 83). The ideal Lithuanian Jew, lived a life of uncompromis-
ing scholarship and halakhic rigidity (Baron, 2017, p. 83). Currently, the “Lithuanian”
sub-group constitutes the largest sector among the ultra-Orthodox (Pfeffer, 2016). The
lifestyle of the Lithuanian ultra-Orthodox is more open and modern.

While the Hasidim are required to preserve the old ways and to differentiate them-
selves in their dress and language from the society around them, the Lithuanians try
to find language elements that will suit both the tradition and the spirit of the time, as
evidenced by the various manifestations of the Hebrew letter respectively.

The ultra-Orthodox Lithuanian society avoids having a formalism and a unique
style. In general, its approach is toward modernity when it comes to visual language

and typography.

Main research material

Haredi Newspapers

Haredi newspapers have existed since the end of the nineteenth century, in Europe
and in Israel (Kliger, n.d.). Despite the Haredi perception that these newspapers are
the right thing to have “under the circumstances” (Friedman, 1992-1993), the printed
Haredi newspaper is the main legitimate Haredi media, and there are several reasons
for this:

A. The newspaper is halakhically supervised.?

B. The newspaper supplies expansive instructive and educational content to help
fill the leisure hours.

C. The newspaper serves as a social tool, and reports on the happenings inside the
Haredi world in ultra-Orthodox communities in Israel and around the world, and also
what is happening in the “outside” world (Zicherman, 2014, p. 250).

Each faction in the Haredi sector has its own newspaper, written and designed
according to its Judaic approach and according to a specific committee, and/or a group
of rabbis who determine its content and design (Zicherman, 2014, p. 250). The main
division between the newspapers is between those intended for Hasidim and those
intended for the Lithuanians. There are also newspapers aimed at readers from the
Sephardic (Jews who came from the Balkans, Middle East, and North Africa) Haredi
community.? This division is also evident in the shape of the letter chosen to represent
the newspaper.

Creating a dedicated newspaper, with unique graphic and typographic characteris-
tics, is like building a distinct space that protects the values of a society and its culture.
This distinctive space is an alternative means of communication to the media of the

! Rabbi Eliyahu ben Shlomo Kramer, the head of Lithuanian Jewry in Vilnius.

2 Dudi Zilbershlag, a Haredi publicist and the publisher of the BaKehilla newspaper, testified that newspa-
pers that came out over the years without the supervision of a rabbinical committee suffered from problems
in distributing the newspaper to the point of being removed from the newsstands. Only when a “supervisor”
was appointed, who went over every word in the newspaper, were the objections to its distribution stopped.

5 There are also subdivisions to newspapers for women and children in each of the mentioned sectors.

166



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 « ISSN 2616-423X (Online)

secular majority and serves as a means of community communication, which is by its
broad definition, a means of communication produced by a minority group to create
community identity and solidarity. This communication is distributed for the group by
its creators who have a sense of responsibility to the community and those who control
the community knowledge and traditions, and this is represented through the stories
found therein (Gross, 1998; Ginsburg, 1994, p. 365, pp. 371-373; Fairchild, 2010).

There are currently four Haredi daily newspapers: HaModia (established: 1949),
Yated Ne’eman (1985), Hamevaser (2009) and Hapeles (2012). There are also several
weekly magazines, some of which try to fill the large void left behind by the ground-
breaking Haredi weekly Friday, which closed in the late 1990s, and add to that at least
100 freely distributed weekly and monthly magazines together with large amounts of
various media distributed in Haredi city centres and neighbourhoods.

Much has been written about the non-Haredi general press. However, Kimi Kaplan
(2006, p. 5) notes that despite the fact that in the last generation there has been a flour-
ishing of the Haredi press, and that there are many and varied media, and this media is
the most influential means of public opinion in the Haredi sector (Levi, 1965; Michel-
son, 1998), there is scant research about it. The research of Kimi Kaplan, Rivka Neria
Ben Shachar (2011), Menachem Friedman (1991), and others, is fundamentally histori-
cal and rarely touches on matters of design and the typographical choices of the Haredi
press. I, therefore, relied on a study by Dafna Zak-Teller (2003) on advertisements in the
ultra-Orthodox press. Dana Yaari (2005) investigated the Frank-Riehl font phenome-
non, as a characteristic of the general press in Israel. The various roles of the Hebrew
letter in the Haredi press are discussed in studies by Alik Mishori (2006), Gideon Ofrat
(2015), and Avi Eisenstein (1986, 2010).

The typography changes over time. New fonts are created while other fonts are
shelved for many years or disappear due to various reasons. The pages of the newspa-
pers provide examples that show what is happening in the printing design arena.

The proposed article is an additional tier to previous studies and investigates the
Hebrew letter and its role in the world of journalism as conveying a message in the
social-educational-ideological context, even without referring to what is actually writ-
ten. The study reveals and deciphers the power struggles and relations that exist in
the ultra-Orthodox world through the images and through the mechanisms activated
through them and their results, as part of the visual culture.

The typography in the Ashkenazi Haredi newspapers

The ultra-Orthodox society is not monolithic and is divided into factions with dif-
ferent ideologies, Ashkenazi Hasidim and Lithuanians, and Sephardi Haredi members,*
and each faction has many sub-groups.

4 Another group of Haredi Jews in addition to the Lithuanians and Hassidim, who are Ashkenazis, is the
group of Haredi Jews from the “Eastern” countries, i.e., from the Middle East, Balkans and North Africa,
collectively called “Sephardim.” The first Sephardic Haredi community formed as a group only in the 1980s.
They constitute about 30% of the entire Haredi population and do not belong to it ideologically. Their way
of life combines openness with preservation of tradition and it is difficult to characterise them in terms of
dress or occupation. Some of them are more inclined to be a part of the Lithuanian Haredi faction (Shas), and
others belong to the Chabad and Breslau Hasidic sects, and some do not belong to any group. The HaModia
newspaper does not employ any Sephardi journalists, and there is almost no reference, neither in the content
of the articles nor in the ads, to the affairs of the Haredi Sephardic community other than politics and in
mentioning the death of leading rabbis. In this article, I will not address this group.
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The differences between them are evident, among other things, in their ways of
life, regarding their reverence to learning, in their customs, in how they educate their
children, in the manner of dress, and also in the typography.

A look at the four dailies affiliated with the ultra-Orthodox society, the HaModia
and HaMevaser newspapers, which belong to the Hassidic faction, the Lithuanian fac-
tion’s Yated Ne’eman and Hapeles newspapers, show the ideological difference between
the groups, reflected in the newspapers’ appearance in general and particularly, in their
typography.

HaModia

The HaModia newspaper, which has been the main Haredi daily newspaper in Is-
rael for several decades since its appearance in September 1950, is a pioneer of the
daily newspapers in the ultra-Orthodox sector, and the oldest of them (Levi, 1988,
pp. 244-245; Levi, 1997). The HaModia was founded in Europe in 1910 by the then
president of the World Agudat Israel Association, Rabbi Yitzchak Meir Levin. The
newspaper aimed to resurrect the spiritual treasures lost in the Holocaust and to be
the mouthpiece of the entire ultra-Orthodox public (Levi, 1988, p. 244). Levin, who was
characterised by his conservative views, opposed budgeting Zionist organisations and
was against encouraging feminist ideas in the public sphere. He based his views on the
traditional view that life in the Land of Israel has religious-spiritual values, with Torah
study and prayer being the central issues.

The people of the old settlement in Jerusalem did not speak Hebrew in their daily
conduct (Be’er, 2003). Hebrew was the “sacred language” and was used for prayer and
Torah study (Groveis, 2019). The use of the Hebrew letter for daily and non-religious
purposes was not acceptable.’

In light of all this, it is clear that the use of the Hebrew letter in the HaModia news-
paper, had to prove to its readers at the time that it did not disparage the holy language
and make it into something mundane and even unclean, but a continuation of holiness,
of public education for a life of Torah study, strengthening family values and steering
clear of gossip.

Initially, the HaModia was started as an alternative to the secular press.® The con-
cept that accompanied the establishment of the newspaper was that it was established
“under the circumstances” as a desire to keep the readership within the content and
visual world of the Haredi society, and therefore it was very important to preserve its
special character.

The HaModia newspaper, like the other ultra-Orthodox newspapers, is a tool in the
hands of those who run it. Its main purpose is to influence reality and not necessarily to
report it (Kaplan, 2006, pp. 17-18). “The “Haredi street” has two truths for everything.
One truth is about life as it is, and a second truth is about life as it should be. The ideal
is to take from the Western way of life only what is appropriate for ultra-Orthodox life
and ignore everything else” (Levi, 1988, p. 16).

5 A story told to me by my grandmother, Mrs. Ziporah Meisels OBM, who was a descendent of one of the
leaders of the “Old Yishuv”, was that even though in other households they used pieces of newspaper to wipe
their hands when needed... In her house this type of use of Hebrew newspapers was strictly forbidden. The
Hebrew letters that were printed on the paper had an inherent level of sanctity regardless of what the words
actually said.

¢ “Since the public needs it so that they will not go to “other fields” to gather there and in that way have less
belief and fear of God”
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The HaModia newspaper, which belongs to the Hassidic faction, is characterised
by great modesty and conservatism, which is reflected in the choice of articles and ads,
and in the graphic and typographic design. Readers’ education as a value supersedes
the newspaper’s economic values, and thus, for example, the newspaper would prefer
to forego a large advertising campaign and not to “corrupt” its readers with ideas and/
or noneducational designs (Weisberg, 2014).

The newspaper’s target audience includes all age groups in the ultra-Orthodox
sector, men, women, youth and children from the Hassidic faction of the Haredi sector
and especially the “Gur” Hasidim. Their readership includes people from all social and
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Figure 1. The logo of the HaModia newspaper,
from the 1950’s till today. Photo by E. Grossman.

One of the basic assumptions in newspaper typography is that the letter plays an
important role in the ideology that the newspaper wants to convey to the readership
(Childers & Jass, 2002; Henderson et al., 2004; Tantillo et al., 1995). A historical look
at the newspaper’s logo’ indicates that its connection to the design of newspapers in
Poland at the beginning of the century is much greater than that of the Israeli press of
the 1940s when the newspaper was published in Israel. While the symbols of the news-
papers of the 1940s in the country express power, patriotism, and standing, as befits the
Zionist messages of those years, the symbols of European newspapers are designed in
a picturesque style.

The awakening of Jewish consciousness in Europe in the middle of the nineteenth
century led to the establishment of Jewish movements and organisations that chose
names for themselves and published newspapers that would spread their ideas. The
Jugendstil®* movement brought with it the proclamation of the new world and was per-
ceived as an appropriate way to express primacy, a new beginning, and youthfulness.
The main characteristics of the style were the use of great decoration and elements from
the flora and fauna and an emphasis on natural and rounded lines. It flooded Europe
in all areas of design, art, illustration and furniture, deviating from the narrow realm
of art (Zalmonah, 2007). This style also gave its signs in the symbols of the Hebrew
newspapers from that period (Ofrat, 2015) (for example, the symbols of the Haynt and
Mizrachi newspapers). No more were rigid typographical letter used, such as the black

7 Alogo is a symbol of an institution or of a commercial enterprise, which appears in the publications of the
institution or on the company’s products. The logo has a fixed graphic design, and usually includes the name
of the institution or company or the initials of the name.

8 Youth style or in German, Jugendstil is also called Ars Nuovo or Modern Style

169



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 ¢ ISSN 2616-423X (Online)

Gothic (Pludwinski, 2008). German letter that symbolised nationalism and its institu-
tions (Barzilai, 2018). Instead, soft, decorative, and organic lines that radiate harmony
were used that were a counterreaction to conservative typography. The “Frank-Riehl”
font, which is used as a “running reporter” for the entire newspaper, is also made up of
the square Hebrew letter combined with the principles of the Jugendstil.

The logo of the HaModia newspaper from its inception to the present day is de-
signed according to the principles of the Jugendstil, without adopting the social and
ideological changes that were reflected in that type of typographic design, which were
the inspiration for Hebrew newspaper symbols in the first half of the twentieth century.

Preserving the typography of the emblem from that period in such a way that the
signal was designed manually, without changing it according to the spirit of the time
and the technology available to us today, indicates adherence to tradition, affinity for
town life in Europe (Levi, 1988) and the aversion of the target audience to technological
advancements that can upset “the old world”.?

Logos, emblems, or trademarks are not created naturally but are constructed in-
tentionally. “A logo should have the ability to take an abstract idea and translate it into
visual language with minimal means and give it a communicative dimension” (Donner,
1999). The logo as an image represents the ideology of the body to which it belongs, not
its meaning and its objective relation to reality, but its longed-for meaning.

The HaModia newspaper, as the representative of the Agudat Israel party, whose
adherence to tradition and not adopting the new and innovative are one of its basic
principles (Stern, 2004, p. 80), is characterized by its unique symbol. Although the ver-
bal dimension is the main core of the newspaper, it is the visual dimension, which is
expressed in the decorated symbol reminiscent of a dripping candle (see Figure 1), hav-
ing the effect of constructing the sensory experience and the newspaper’s atmosphere.
In the Jewish world, the candle and its flame have both functional and symbolic roles.
Choosing the image of the candle reinforces the motif of separation from darkness, evil,
and negativity, and yet there is also the motif of choosing good, pure, and illuminat-
ing. In addition, the leaders of the Haredi society and their followers in the HaModia
newspaper consider their way to be the “pure” way (Stern, 2004, p. 81). They are the
guards of the embers, of the last jug of pure oil (Baron, 2017, p. 26; Elyashiv, 2011) and
thus guard the Jewish past. This idea deserves to be reflected in the visuals as well. By
choosing the old design, which has already ceased to be fashionable (Zilberberg, 1968,
p. 84), they call for the preservation of memory and tradition, thereby representing the
content world of their readers.

The choice of candle image serves as a connection to the reader’s basic world of
concepts. The colour black is directly connected to modesty and conservatism, and in
general to the Haredi male colour and fashion, the main readership of the newspaper.

The use of letter with vowels in the logo makes the reading simple and clear to all,
yet nevertheless corresponds with the sacred world whose letters have vowels.

Although the ornamentation is a historical product of the period when the logo
was first designed, it helps strengthen the logo’s status as something connected to the
world of holiness, which in Jewish culture these ornaments are seen as those that do
not belong to the secular world.

 Evidence of this can be found in the core issues of the newspaper and its non-coverage of technological
advances and developments.
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Designing letters for the sacred and the profane

The question of whether it is permissible to read newspapers on Shabbat appeared
as early as the eighteenth century, in a responsa by Rabbi Yaakov Emden called “She’ei-
lot Yaavetz” (Questions of Yaavetz). According to Jewish law, secular material should
not be read on Shabbat.!° Rabbi Emden ruled that newspapers can be read on the Sab-
bath, but not the parts that deal with every day and business matters (Emdin, 2003).
Ever since, there is a separation between the news and advertising pages and between
the pages allowed to be read on Shabbat, whose content is essentially Torah.

The pages of the HaModia newspaper for weekdays have outer pages and inner
pages. The outer pages, which wrap around the inner ones, are designed in a large for-
mat (Broadsheet) as was customary in the past, as part of its conservative worldview
and to avoid the “tabloid” image that has clung to small format newspapers. The rabbis
argued that the traditional format was important and forbade it to be changed (Shachar,
2005, p. 3).

The attention given to the relationship between the subject and the graphic and
typographic reference it receives, teaches about the newspaper’s readership’s state
of mind. In the Haredi newspapers, a really big headline will appear in the newspaper
only in exceptional cases, such as the death of an important rebbe, a huge demon-
stration on a religious issue, etc., and not as an everyday thing. The competitors
(Lithuanians) changed their attitude and adapted more to the secular, more innova-
tive press.

The HaModia newspaper has a weekly Torah supplement (which will never be
called a “Mussaf” (supplement in Hebrew), as it is commonly called in the secular press,
because “Mussaf” is the name of a prayer). The purpose of this supplement is to create
a newspaper for the Sabbath and holidays, in which most of the topics relate to Judaism
and Hasidism. The Torah supplement deals with the coverage of Jewish communities
that were destroyed, lessons from the Torah portion read in the synagogue and various
innovative Torah-related topics. Reading the supplement is the closest thing to reading
a textbook that is read cover to cover on Shabbat, hence the paper’s design: an old and
elegant style design, reminiscent of the design of holy books with monochromatic col-
ours, mainly white, beige, and brown, and sometimes decorated with gold.

The date that appears on the pages is the Hebrew calendar date, without the Gre-
gorian one (as it appears on the main pages). The pages are numbered using gematria
letters, similar to the holy books (e.g., Chumash, Mishnah, and Talmud) and all page
titles are the same size without a typographic hierarchy.

The fonts that appear in the Torah supplement are divided into “running text”,
which is used in all newspaper articles and is in plain and bold “Frank-Riehl”, and larg-
er text sizes used for the various headings, designed in different fonts. All the fonts
used are similar to those used in the Chumash and in the Siddurim, conveying a sense
of dignity and above all, are identified by the readership as letters used for matters of
holiness.

The compositions are straightforward, and many of the columns are in bold and/
or enlarged text boxes. The Torah supplement does not contain innovative language
refinements and typographic designs.

10 Secular material is called “deeds of commoners” in Halachic jargon.
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The most notable change that indicates that this is a Torah newspaper is the addi-
tion of the three small lines above the letter Yod in the newspaper’s symbol, which ex-
ists only in Torah scrolls, tefillin and mezuzahs.

Figure 2. The front page and the Logo of the
Torah Supplement of the HaModia newspaper.
Photo by E. Grossman.

The English version of HaModia in the US has the Torah supplement printed in
Hebrew only and is added to the regular English newspaper on Fridays.

HaMevaser

HaMevaser was first published in 2009 as a competitor to HaModia for the Hassidic
readership, even though their worldview is very similar (Ben-Haim, 2008).

WA

Figure 3. The logo of the HaMevaser newspaper
(The Herald (Daily), 2022).

The logo of the HaMevaser newspaper (Figure 3) uses the “Drugulin” font and is
narrowed and decorated in the middle of the letter. The font is similar to the letters of
scripture (Stern, 2004, p. 15; Yardeni, 2002, p. 104), which are characterised by round
lines and serifs and are punctuated like them. The letters are supplemented with small
dots or rhombuses in the middle of the letter, reminiscent of an ornamental style that
originated in thirteenth century Ashkenaz and was common until the 1930s.
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Although this newspaper was published about six decades after the start of the
HaModi’a newspaper, the design similarity between the pages of the two newspapers is
clear, measured typography and relatively small headlines.

The central letter used in the paper is “Frank-Riehl” in its various forms. The HaMe-
vaser newspaper also has a division in content and design between the printed newspa-
per for weekdays and the printed one for Shabbat.

Yated Neeman

Yated Ne’eman was established in July 1985 to serve as the mouthpiece of the Lith-
uanian Haredi faction. In late 1985, when the first issue of Yated Ne’eman was pub-
lished, it is said that Rabbi Shach examined it at length and angrily asked: “Why are all
the headlines the “Haim” font and not “Frank-Riehl”?” (Michelson, 1998). The story
illustrates the sensitivity of Haredi society to the shape of the letter as well as the im-
portance of the shape of the letter in a way that corresponds to the content.

In a decision by the newspaper’s editors, led by Rabbi Shach, it was determined
that the newspaper would be liberal in nature (Zevuluni, 1985, p. 6). Certain things that
the newspaper did was considered “taboo” in the Haredi newspapers of the time i.e.,
the HaModia newspaper. Non-religious journalists were employed by Yated Ne’eman
and pictures of non-religious personalities were published, along with plenty of colour
photographs, not necessarily of Torah public figures and rabbis. The visuals to which
the Hassidic public is accustomed have changed and the newspaper, and especially the
magazine supplements, have become more “Israeli” and less “ultra-Orthodox”, that is,
colourful chromo pages and titles in varied typography.

The newspaper’s editors wrote about this new look in an editorial, and this is what
they wrote:

Regarding the professional style, as well as the design and external form, there is
nothing wrong in this matter, if printing and graphics are used in one way or another,
since, as stated, we have a clear and solid tradition of Torah view. However, we have
no “tradition” and “ancestral custom” regarding the types and sizes of letters and col-
umns, etc. These things change from time to time, as the nature of life has changed
rapidly in recent generations, and no one will say that using washing machines or word
processors, instead of the old laundry tub and a quill is considered “New is forbidden
from the Torah” (Shkedi, 2022).

The newspaper represents the worldview of Torah scholars in the Lithuanian sec-
tor. Like the other ultra-Orthodox dailies, Yated Ne’eman does not deal with crime and
sports, rarely deals with technology and other secular matters, and does not publish
pictures of women. This newspaper also has a special supplement added to the Shabbat
edition. The contents of the newspaper and its design are meticulously censored by
a committee consisting of seven heads of Yeshivot (Michelson, 1998).

The newspaper’s target audience are Haredi people of all ages from the Lithuanian
faction. The paper is published also in English for the United States and Europe.

5

Figure 4. The Yated Ne’eman logo from 2011 (Yated Ne’eman (Israel), 2017).

173



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 23 ¢ ISSN 2616-423X (Online)

The ideological difference between the Hassidic newspapers and the Lithuanian
newspaper is visually evident. Yated Ne’eman’s logo (see Figure 4) is characterised by di-
agonals indicating forward movement. It is prominent and dominant and conveys a con-
fident message, avoids decoration and characterises its target audience — the Lithua-
nian Haredi segment, who advocate uncompromising learning. The contrasting choice
between black and white also connects to the “colours” of ultra-Orthodox clothing.

The Yated Ne’eman newspaper has a Torah supplement for Shabbat called Shabbat
Kodesh (Holy Sabbath). As in the Hasidic newspapers, this addition also contains sto-
ries of the righteous, and Torah related articles intended for reading on Shabbat. The
added symbol is designed with a calligraphic letter with a basic style including serifs.
For the thickness of the letter, thin lines and serifs were chosen, which is in contrast to
the style of the letter in the newspaper logo used for weekdays.

Figure 5. The American edition of Yated Ne’eman,
May 27t 2018 (Yated Neeman, n.d.).

Yated Ne’eman’s English edition uses liberal and openminded graphics as compared
to its Israeli counterpart. This can be seen in the ratio between the text and the photos.

HaPeles

HaPeles, which continues the name of a monthly newspaper that existed in Eastern
Europe in the early twentieth century, was first published in 2012. It is identified with
the extremist “Jerusalem faction” of the Lithuanian Haredi community. The content of
the newspaper deals with matters of view. The newspaper is characterised by its strong
opinions and polemical style, without publishing women and issues related to the state
of Israel and Zionism.

An example of the newspaper’s extreme content, which is also reflected in its ty-
pography, can be seen in its dedicated supplement to cover the 70 years of the State of
Israel (see Figure 6). The title chosen for the supplement is: “70 years of darkness: from
1948 to 2009, seventy years of exile of thought”. The selected fonts express in their form
the reservations about the Zionist idea. The font in which the words “70 years” were
written is round in shape, modern, and reminiscent of the font chosen for the
70™-anniversary celebrations of the State of Israel. The font chosen for the word “dark”
is an adaptation of the traditional “Frank-Riehl” font. Deleting the letter in some of its
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parts freely expresses the idea of deleting the traditional identity, which is the theme of
the whole supplement.
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Figure 6. The supplement in Figure 7. The Logo of the HaPeles newspaper (n.d.).
the HaPeles newspaper about

the “70 years of darkness”,
Passover 2018 (Gonez, 2022).

The logo of the HaPeles newspaper continues the design line of the Yated Ne’eman
newspaper and emphasises the straight line. Unlike the Hassidic dailies, the newspa-
per’s emblem is not built of ornate letters with serifs and has no affinity for letters from
the past. The addition of the colour red is considered an exception in the newspapers of
the Ashkenazi Haredi society. The design addition, in the form of four red circles, serves
as a vowel mark (along with the punctuation in the letter Peh). It is very prominent and
emphasizes the letter Peh in all its symbolism. This letter is the only one that appears
with its vowel and punctuation. Above the symbol and below it there are straight lines
that emphasize the name of the newspaper (peles means a level in Hebrew).

Similar content, different image: Lithuanian press and Hasidic press

As mentioned, the rift between the Hasidim and the Lithuanians is not only reli-
gious but mostly ideological. It refers to their different identities, whose characteristics
can be seen not only in content but also in form, colour and fonts. From the names of
the newspapers, the ideological differences between the two main groups that make
up the ultra-Orthodox society are evident: among the Hasidim the newspaper is an
informant (HaModia) and an announcer (HaMevaser) of good news,!! while among the
Lithuanians, where the value of Torah study prevails, the newspaper must be as stable
as a reliable stake (Yated Ne’eman)'? and as straight as a level (HaPeles) so that the read-
ers will not deviate from the path of the Torah.

11 Tsaiah, 52:7 How beautiful upon the mountains are the feet of the messenger of good tidings, that an-

nounces peace, the harbinger of good tidings, that announces salvation; that says unto Zion: ‘Thy God
reigns!’

12 TIsaiah, 22:23 And I will fasten him as a peg in a sure place; and he shall be for a throne of honor to his

father’s house.
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The Haredi society’s acceptance of the newspaper as a medium that preserves the
high regard for the written word unique to them (Zak-Teller, 2003, p. 12), and is relevant
and common to all factions.
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Figure 8. The HaModia and HaPeles newspapers, July 23, 2013.
Photo by E. Grossman.

Figure 8 shows how the Haredi social and ideological perceptions are expressed
in typography. The two newspapers, HaPeles and HaModia, appeared on the same date
and reported on the Knesset’s decision to approve the recruitment of yeshiva boys.

Newspaper logos

The two Lithuanian logos reflect a more modern and innovative language com-
pared to the Hasidic daily symbols, from the HaModia and the HaMevaser, and convey
a sense of strength and power, resulting from the amount of black colour in the letter.
The use of square shaped letters without “thorns” and without direct or indirect refer-
ence to the shape of letters found in Jewish holy books relays a message to its reader-
ship.

Newspaper pages

The typographic design of the pages differs between the Lithuanian newspapers
and the Hasidic newspapers. While the latter maintain relatively small text sizes, and
hardly create a hierarchy between articles, in Lithuanian newspapers one can clearly
see what is more important and what is less important already from the size of the
headline and the background design given to them. The typography of the ultra-Ortho-
dox press serves as a social and political seismograph, and one can usually already see
from the design of the first pages what is happening within the ultra-Orthodox society.

The page design of the daily Yated Ne’eman and HaPeles is innovative, colourful,
and modern in its conception. Newspaper headlines often occupy the entire page, while
the article itself is pushed to the inside pages. This is a design concept that originated
in the world of television.
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Letter design

Lithuanian newspapers have more diversity in the use of fonts. The Hasidic news-
papers will prefer to continue to use the traditional letter, reminiscent of the sacred
letters (Frank-Riehl, Drogolin, Vilna), combined with a few additional fonts according
to the type of article.

In both groups of readers, the event that would grab the biggest headline would be
the death of a rabbi or rebbe. Typographically, the headline will be much bigger than
what is used in secular newspapers to report on the death of a famous personality, re-
gardless of his or her importance. However, similar to the secular newspapers, the font
used to announce the death of someone will most often be the “Haim” font.

Advertising and advertisements

The role of the advertisement is to advertise a product, an idea, but in fact it serves
as a cultural text even before it is published. Many studies have focused on the dialogue
between advertisements and society (Schudson, 1981, 1984; Tsarfaty & Zeevi, 2012),
and how, as a social text, it reflects values and worldviews (First, 1998; Jhally, 1987,
pp. 22-23). Advertising makes frequent use of the value and belief systems of the peo-
ple in the society that it is intended for (Muchnik & Kantor, 2004, p. 133).

Advertising in the ultra-Orthodox press seeks, on the one hand, to remain within
the restrictive definitions, to meet public expectations as expressed by leaders, parents,
and teachers, and on the other hand, it wants to be a worthy alternative to secular ad-
vertising.

Clear and strict rules accompany the world of ultra-Orthodox advertising from its
inception, in content, form and colour (Galperin, 2016, p. 26).

The perception of advertising in the ultra-Orthodox press reflects an idyllic reality
in accordance with its social and religious aspirations. Shudson reinforces the ultra-
Orthodox view, as expressed in the Haredi dailies, saying that the advertisement as
a whole should not paint reality as it is but instead it should focus on the type of life
worthy of imitation (Shudson 1984, p. 11).

The Haredi advertisements must adhere to strict rules and ensure that the message
and form are filtered. Consumption in the Haredi world is for subsistence, and even if
it is for pure pleasure, it is not possible to state this in the advertisement. Public insti-
tutions or private companies wishing to advertise in the Haredi press have to adjust
their advertisements so that the message suits the Haredi public and does not express
in the form of the letters, the colours used or its placement, negative messages such as:
immodesty, pleasure, gluttony, laughter, “killing” time, wasting time that can be spent
on Torah learning, gossip or God-forbid, messages of sexuality or violence (Levi, 1988,
p. 242). Advertisements related in any way to women will not appear in newspapers just
as news related to women will be omitted or changed (Zak-Teller, 2003, p. 14; Levi, 1988,
p. 57). The Haredi public, accustomed to reading, will look for in the small print, inter-
pretations of every word and every form of letter. Therefore, advertisers are careful in
their advertising decisions. “The Haredi sector are people of words” (Levi, 2008) as peo-
ple with a high perception of visual literacy (Shalita, 2013), the Haredi press will prefer
headlines that have wit and wisdom and a design built only from letters, over an image.

Each image is related to a broad context that will never be in dialogue with other
texts. This explanation fits very well with the idea of Haredi advertising, which is lay-
ered and made of details, each of which is important in its own right.
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The typographic choice of Haredi advertising has several guidelines: the publica-
tion must be based on a reliable source of authority, be censored (by a committee of
rabbis, the newspaper editor, the ombudsman on behalf of the advertising body, and
others), and in most cases must be designed in Hebrew, Yiddish or Aramaic, reflecting
the lifestyle and languages of its readers.

D. Designing the letter and social status

The choice of the letter in the Haredi press is carefully chosen and also indicates the
social status of the product being advertised, as perceived by the consumer. The small
number of advertisements for luxury products in the daily press and on Haredi neigh-
bourhood streets can indicate the Haredi society’s aspiration for modesty and simplicity
(Tsarfaty & Zeevi, 2012). However, the words luxury, glory and splendour are not foreign
to the Haredi world, the opposite is the case in typography. The term “respectable” often
means something worthy to bring into the house, as opposed to the term “street” whose
place is outside, on the street (denim fabric and colour, for example). Maintaining digni-
ty is a value in the Hassidic and Lithuanian Haredi world. There is a strict adherence to
dignified dress all year round and not just on Saturdays and holidays (Babylonian Tal-
mud, Tractate Shabbat, page 111, side A). The feeling of prestige and dignity is reflected
in the choice of the image, the words, expressions and typography.

In figures 9-10, we see bags of the HaModia newspaper in which the newspapers
were distributed at various fairs intended for the Haredi public. The designs on the bags
convey the two most important messages when it comes to the press: dignity and
cleanliness. What is not “clean” and “respectable” does not enter the house. The sanc-
tity of the house and the division into things that enter it and those that do not enter it
are a recurring and a significant motif in Haredi advertising. The Haredi home is
a stronghold of privacy. Mass media bridge the gap between the world inside the home
and the world outside it and make the reader and viewer of the various advertisements,
a partner to what is happening outside. “Our newspaper is an educational book, every
parent who brings the newspaper to their home knows that its contents are suitable for
the Haredi world” (Zak-Teller, 2003).

Figure 9. A bag that was given out in the Figure 10. A bag that was distributed in

directors’ forum of HaModia, 2014. a health fair for the Haredi world, 2014.
Photo by E. Grossman Photo by E. Grossman.
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Figure 9 shows a bag that conveys a message of dignity, taken from the world of
Haredi design. The characteristics are dark and elegant colours: black and gold, plant
ornaments taken from the world of holy books, and the newspaper’s logo in its original
form.

Figure 10 shows a bag distributed at a health fair for the Haredi public. The bag
combines the colours white, blue, and green, as befits a health fair, and conveys natu-
ralness and design cleanliness in colour and typography. Physical cleanliness is related
to cleanliness of the mind (Rakover, 1991, p. 270; Oryan, 1997).

Among the Hasidim, the respect that is given to their clothes and their behaviour
comes from the concept of “glorifying a mitzvah”. Rabbi Steinzaltz, a Chabad follower,
associates the concept of “glory” with aesthetics and with concepts of integrity, proper
behaviour, and honesty (Goldman, 2007, p. 17).

Conclusions

The daily and weekly Haredi press is considered as something that “under the cir-
cumstances” (Groveis, 2019) is needed and yet is a major player in the Haredi visual
world. The Ashkenazi Haredi press is divided into defined sectors. The newspapers of
the Hassidic communities preserve a long-standing typographic, advertising, intra-
community tradition, based on the design style of Jewish newspapers from early
twentieth-century Europe. The newspapers of the Lithuanian communities reflect the
character of the public who read them, who are more modern in their lifestyle. Even
though there is strict control over the content, these newspapers reflect modernism in
their typographic layout and letter style selection. The newspapers in both groups un-
dergo strict editing in both content and form, and their respective rabbinical councils
work hard to adapt them to their respective readership.!3

The visual design among the Haredi, Hassidic and Lithuanian public is found in the
subtext of the printed daily press, the newspapers HaModia, HaMevaser, Yated Ne’eman,
and HaPeles. The subtext is the meaning given to the unique language: a combination
of modern Hebrew, the sacred Hebrew language, Aramaic and Yiddish. This type of vo-
cabulary is suitable for the Haredi reader, which includes expressions from the sources,
paraphrases on verses and acronyms as well as a unique font design that uses the tradi-
tional letters with serifs for the Hassidic public, and modern and innovative letters for
the Lithuanian public.

The choice of letter, colour, and composition are borrowed, among other things,
from the world of clothing, which has many rules, and reflects what is happening within
the community (Hassidic men’s clothing will be adapted to the design of their news-
papers, and Lithuanian Haredi women’s clothing will be adapted to their newspapers).
The differences between the Hasidic and Lithuanian groups are evident in their atti-
tude to the visual elements in the various types of printing and advertising, and they
form the infrastructure for the other divisions — women and men, adults and children,
weekdays and holidays, Saturdays and holidays.

3 For HaModia — Rabbi Razminsky; for HaMevaser — Rabbi Meir Heizler and Rabbi Aryeh Pozen; for Yated
Neeman — there is a committee made up of seven heads of Yeshiva, judges and those who adjudicate Halachic
matters, all students of Rabbi Shach.
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The Haredi public are proficient readers and are aware of the subtleties of the shape
and size of the letter from an early age. Therefore, the letter serves both as content and
form, and its uses in the visual world are many and varied. In addition to being a tool
for content, the letter will be used for an image, a Hebrew date, gematria and to create
an atmosphere of sacred or secular, depending on the typographic choice.

In contrast to the general press, there are separate references to advertising in-
tended for weekdays and those intended for the Sabbath and holidays in the Haredi
publics. While the former will enjoy a certain degree of innovation, manifested in rich
typography, the latter will be designed with conservatism and care, will remain faith-
ful to the traditional ornate and serif-rich letter, relating these advertisements to the
world of the holy scriptures.
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Mera cTaTTi — BMBUMTM BiIMIHHOCTi Y CIPUIHATTI Ta MigXo4ax L0 TUIIOrpadChbKOTO
IV3aiiHy cepep pi3HMX CIIJIBHOT, IIO CKJIAZAIOTh IpoMady xaperdim. 3araioMm Ha dopmy
niTepu Gyme BIUIMBATK TMOZIT HA PEJITiiiHI Ta HepesniriiiHi >XaHpH, a TAKOX COILaJbHUI MO
BCepeHi XapeaiM MiX «XacumaMmu» i «IMTBaKamMu». MeTomoorist JOCTimKeHHs 6a3yeThCs Ha
KOMIIJIEKCHOMY BMKODMCTaHHI 3araJbHOHAYKOBMX MeTOHiB: aHaJIiTMUHOIO, CUCTeMaTUYHOrO,
icTopuuHOro Ta nopiBHsIbHOrO. HaykoBa HOBM3HA. CTATTs € LOLaTKOBUM PiBHEM JI0 ITOTepesHixX
PO3BiIOK i MOCIIMKYe €BpeicbKy JiTepy Ta ii pomb y CBiTi JXypHaJiCTUKM SIK Tepenavy
MOBiIOMJIEHHSI B COIlia/IbHO-OCBiTHBO-i€0MOTiYHOMY KOHTEKCTi, HaBiTb 6e3 IMOCHJIaHHS Ha
Te, 0 HACIPaB[i HAMMCaHO. JI0CTiIKeHHST PO3KpUBAE Ta po3inbpoBye 60poTh0y 3a Biamy Ta
B3aEMIHM, Ki iCHYIOTb B YJIbTPaOPTOIOKCATBHOMY CBiTi, uepe3 o6pasyu Ta MexaHi3Mu, sIKi uepes
HUX aKTUBYIOTbCS, Ta IX pe3yabTaTH, SIK YaCTUHY BisyanbHOi KynbTypu. BucHoBku. lllonenHa ta
MIOTIKHEBA Ipeca XapeiM PO3IISIIAcThCsl SIK Te, 0 «3a IMX 00CTaBUMH» € HEeOOXiTHUM, i Bce
5K € OCHOBHMM TpaBlieM Yy Bi3yanmpbHOMY CBiTi xapemim. [Ipeca amkeHasi xapefiMm pospiseHa
Ha IeBHi CeKTOpM. ['a3eTu XacuIChKUX rpomarn 30epiraloTb JaBHIO APYKapCbKy, PEKIAMHY,
BHYTPiUTHBOOOUIVMHHY TPAIMIIil0, 32CHOBAHY Ha CTWIi 0QOPMIIEHHS €BPEICHKUX Ta3eT MOYaTKy
XX cT. B €Bpormi. 'aseTu NMUTBalbKMX TPOMaj BimoOpakaloTh XapakTep IiXHbOI UMTAIbKOi
aynuropii, cydyacHimoi 3a cBoiM croco6oMm KUTTS. IIonpu cyBopuii KOHTPOJIb 3@ 3MiCTOM, IIi
raseTy Bifo6GpaXkaloTh MOJEPHi3M, IO CTOCYEThCS TUIOrpadiuHOro MakeTa Ta Bubopy mpudry.
TazeTu 060X TPyN MigOAOThCS CYBOPOMY peJaryBaHHIO SIK 3a 3MiCTOM, Tak i 3a (opmolo,
i BigmoBimHi pagyu paGuHIB MOKIamaOTh BCiX 3yCWiib, 06 amanTyBaTy iX IO CBOEi UMTAIbKOI
aynuropii. Bubip mpudry, Konbopy Ta KOMIIO3UIIi1 3a1103MYeHNi1, cepel, iHIIOTro, 3i CBiTY 0Ty,
SIKMI Mae 6araTo TpaBuiI i Bimo6paskae Te, 110 Bi6yBaeThCs BCepeAyHi CIiibHOTH. BimmiHHOCTI
MK XacUMACbKMMM Ta JUTBALbKMMM TPyIaMM OUeBMIHI y iIXHbOMY CTaBJeHHI 0 Bi3yaJbHUX
eJleMeHTIB B pi3HUX BMJaX APYKyY i pexiamu. [IpefcTraBHMKY rpOMaAy XapeiM € OCBiqueHuMU
yyMTayaMM Ta 3 PAaHHBOTO BiKy 06i3HaHi Mpo ToHKoII hopmu 71 po3mipy 6ykBu. OTKe, MPUbBT
CITYKUTB SIK 3MiCTOM, TaK i HOpPMOI0, a i0T0 BUKOPUCTAHHS Y Bi3yaJIbHOMY CBITi € Pi3HOMaHi THUM.
Kpim Toro, mo urpudT € iHCTPyMEeHTOM JJIs1 CTBOPEHHSI KOHTEHTY, BiH Oy[ie BUKOPUCTOBYBATHCS
IUi1 300paskeHHsI, JATU Ha iBpUTi, TeMaTpii Ta A/ CTBOpeHHS aTMochepy CBSIIEHHOTO abo
CBIiTCHKOTO, 3aJIEKHO Bill IPyKapChKOro BUOGOPY.
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The article examines the use of cognitive technologies implemented in the media, which affect
the entire complex of mass media. The need to predict the impact of their extensive use on society
makes this issue relevant. The purpose of the article is to identify the main factors influencing
the cognitive technologies implemented in the field of mass media and the effectiveness of their
use. The research methodology consists in systematic and logical analysis, as well as methods
of comparison, synthesis, deduction, and classification, which made it possible to consider in
detail the object of research as a system, to identify the driving forces in the field of mass media
and categories of various cognitive technologies, their key features. The scientific novelty is to
reveal the implementation of cognitive technologies in the mass media, which have the potential
for shaping not only consumer loyalty but also determining the preferences of the audience for
a long period of time thanks to the self-learning system. Conclusions. It is determined that the
integration of cognitive technologies into the professional spheres of mass media is capturing
more and more of its branches, helping to create modern products and processes, taking over
computing, recognition, reproduction, and other tasks that were previously done manually with
a significant loss of time. It is proved that the use of modern information technologies in the
media gives the opportunity to increase the loyalty of the target audience, expand the presence
on the market through new placement platforms and social networks, provide customer support
and some accompanying and supporting functions for employees, significantly reducing the cost
of operating activities of the company, automating it, and perform many other tasks. It is noted
that although cognitive technologies are a powerful business tool, the pace of innovation is
accompanied by the risks they pose to their understanding, restraining, and controlling.
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Introduction

Today, the most promising mass media are seeking a new class of information
technology (IT) innovations, known as cognitive computing, to advance their capabil-
ities. Cognitive systems not only process information but can also mimic the human
reasoning process. Rather than being hard-programmed, they are self-learning systems
that interact with other systems and people. There are related concepts in this category
that include machine learning, natural language processing, artificial intelligence (AI),
behaviour/sentiment analysis, and speech recognition (Waxman, 2017). Cognitive sci-
ence is the most important discipline that has integrated many important fields since
its inception, including, but not limited to, neuroscience, psychology, computer sci-
ence, systems science, and management. With the development of these related areas,
cognitive science has achieved recognition and respect (Luo, 2021).

The use of cognitive technologies implemented in the media is important because
they affect virtually the entire complex of mass media work — from modernisation to
control of economic and marketing indicators. The need to predict and justify the pos-
sible effects on the economy and society emerging from the extensive use of cognitive
technologies in the media, social media platforms, etc. makes this issue relevant.

Recent research and publications analysis. In the course of the study, a theoretical
analysis of current scientific publications and reports was carried out. Researchers in
the field of mass media, information technology, and marketing often consider and
study issues related to the assessment of the state and prospects for the development
of cognitive technologies in the media and social platforms. In particular, researchers
have studied the issue of changing human cognition due to the influence of the in-
ternet, using the concept of the “Online brain” (Firth et al., 2019), and F. Luo (2021)
studied cognitive technology to self-cognition. In recent years, there has been much
research on the ways of improvement in the development of cognitive technologies
in the mass media, cognitive computing in the telecommunications and media, enter-
tainment industries (Thomas et al., 2016.) as well as their economic prospects and the
impact of data environment and cognitive abilities on participants’ attitudes to data
management (Jiang et al., 2021).

Purpose of the article

The purpose of the article is to identify the main factors influencing the cognitive
technologies implemented in the field of mass media and the effectiveness of their use.
The research methodology consists in a systematic analysis that made it possible to
consider in detail the object of research as a system with many interrelated and inter-
acting elements and identify the driving forces in the field of mass media. The following
methods were also used: the method of logical analysis to understand the essence of
the mass media, the process of their formation and the need for their development, and
the current state of the mass media; the method of comparison — to assess the dynam-
ics of artificial intelligence marketing within the modern sphere of the mass media; the
method of synthesis — to structure the information on the existence of touchpoints
(digital and physical) of the mass media and its end-user; the method of deduction to
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describe professional areas that involve cognitive systems and technologies in their
functioning, thereby accelerating their development and scaling their capabilities and
classifications to highlight the category of various cognitive technologies and their key
features. The scientific novelty is to reveal the implementation of cognitive technolo-
gies in the mass media, which have the potential for shaping not only consumer loyalty
but also determining the preferences of the audience for a long period of time thanks
to the self-learning system.

Main research material

The mass media consists of print and electronic media, representing a technol-
ogy that provides the audience with access to information and is the main means of
communication used to reach the majority of the population. They perform several
functions: informational, organisational, communication, education, persuasion, and
entertainment. The result of the mass media activity is significant for the society, as it
contributes to its development and changes.

The most common media platforms are newspapers, magazines, radio, television,
and the Internet. The general public tends to rely on the media for information related
to political and social issues, entertainment, and pop culture news.

The main advantages of the modern media are:

- it delivers a huge amount of news and entertainment content;

- it makes society better informed and provides an opportunity to keep abreast of
the current state of affairs in all spheres of public life;

- it is able to quickly deliver information to the public;

- it can warn in a timely manner about dangerous situations in a city, region, or
country;

- it has resources to show injustices, corruption, or abuse of power that the aver-
age citizen would never be able to expose;

- it keeps us updated on news, weather, cultural and sporting events.

The disadvantages of the media include:

- arisk of inaccurate reporting and loss of confidentiality;

- incorrect or inaccurate information;

- it can cause reputational damage due to wide publicity;

- to use the media to make false claims or claims that are only half true;

- it is hard to check the information;

- negative consequences of false statements in the media (Saravanakumar, 2019).

The Internet is the most common and rapidly growing technology used by the me-
dia. In just a few decades of using the Internet, humanity has completely changed the
way it searches for information, consumes media, entertainment, and manages social
networks and relationships. With the advent of smartphones, Internet access has be-
come portable and ubiquitous (Firth et al., 2019). In this regard, there is a need for
cognitive computing, which is designed to increase, accelerate and scale human knowl-
edge, providing a new era of true human-machine collaboration. Cognitive computing
systems can be defined as systems that can understand, reason, and learn. Such sys-
tems can define the meanings of data entry — structured and unstructured, textual, or
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sensory — by interpreting the context and classifying the data as information or knowl-
edge. Finally, these systems are capable of continuous learning, data accumulation, and
understanding through human interaction. Cognitive systems are not programmed, but
rather learn by gaining knowledge through experience and improving over time (Thom-
as et al., 2016).

Media companies also actively use cognitive systems. To understand viewers’ pref-
erences over a long period of time (six months or more), they must manage the complex-
ity of several touchpoints with a consumer, both physical and digital (Fig. 1). It is also
important to gain the trust and loyalty of the consumer, especially if media groups are
interested in obtaining personal information to provide the consumer with interesting
content. Algorithms supported by cognitive technologies help determine what infor-
mation might be of interest to the subscriber. Identity management software allows
creating a preference profile and leads to greater personalisation and customer loyalty.

Magazine
Television

Figure 1. Structural diagram of digital and physical touchpoints
of mass media with a consumer.

( Audience

Media companies can also analyse information about their users’ social activity
to further increase the level of personalisation, and it makes sense to provide the user
with a personal subscription offer and “sell” additional content based on video con-
sumption and social media activity of a person. There are several factors that have been
identified as driving forces in the media industry. These are the most common:

- exponential development of hardware and software computing capabilities;

- investments of large companies in the development of open-source artificial
intelligence;

- the growth of social networks, which leads to a rapid increase in available data
on society’s moods in real time.

They are usually associated with the following aspects of modern service industry
practice that are extremely relevant to understand the reasons why artificial intelli-
gence marketing is moving towards automation, namely:

- companies’ desire to reduce costs by imitating industrial automation practices
in the service sector;

- businessmen strive for a ubiquitous brand presence;

- globalisation as a legislative factor that changes the requirements for the use
of data for marketing.

In general, there are nine main cognitive technologies used in the mass media
(Table 1).
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Table 1
Cognitive technologies
Technology Key features
Artificial intelligence Technology that is programmed to reproduce human

behaviour, such as engaging in seemingly natural dialogue,
decision-making, understanding the complexity of content, and
replacing people in tasks. It can be used around the clock and
quickly process large amounts of information.

Algorithm A series of instructions to carry out a task. Algorithms can
be created either explicitly by humans or by other computer
processes, or developed through trial-and-error processes such
as machine learning.

Cognitive capture solution A programme that applies rules to a set of data taken from
text images and uses natural language processing and machine
learning to replicate human “reading” by recognising the
context of the document.

Machine learning The ability of a computational device to learn from large
amounts of training data and improve a specific task without
having been explicitly programmed to do so.

Neural networks A system of artificial neurons, the effectiveness of which is
inspired by the brain’s biological networks and which recognises
that information can be classified according to specifications.

Natural language generation Natural language generation refers to systems that
generate human-seeming speech or written language.

Natural language processing Natural language processing is an analysis of speech
patterns and writing language using a computer to extract
information.

Optical character recognition Reading handwritten or typed text electronically to create

machine-encoded text that can be used in a different format
(for example, text captured from a photograph).

Robotic Process Automation A business process replication solution designed to
perform a task that would otherwise be performed manually.
It is programmed to follow “if this, then that” instructions. It
works with other programmes rather than replacing them.

Source: (“What is cognitive technology”, n.d.).

Regarding the process of mass media platformisation, the following aspects can be
distinguished:

- platformisation complicates media issues, as platform corporations integrate
highly diverse businesses, not only hosting and managing media content, but also func-
tioning as advertising networks, intermediaries, social networking and identification
services, content production companies, and software and hardware manufacturers;

- platformisation also significantly complicates the regulation of media content.
Digital platforms transmit a huge amount of fundamentally heterogeneous content,
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from personal updates to news and from games to fashion photography. This content is
shared by a wide range of users, including mass media, public organisations and insti-
tutions, a wide range of companies, and billions of end-users;

- the growing dominance of platform corporations over the cultural sphere
means that it is vital to develop and support online media and alternative non-profit
platforms.

Given the crucial role of the mass media in a democratic society, journalists and
media workers must demonstrate greater social responsibility when covering the media
content and understand its significant impact on public opinion. Media role models can
influence audience behaviour just as strongly as real and proximal role models. However,
as media improves, it becomes easier to combine media incentives with real-world incen-
tives, thus creating a unique experience (Stever, 2020). Data literacy self-efficacy has the
effect of suppressing data quality through data governance, and has the same effect be-
tween website design and attitude towards data governance. Platform interactivity plays
an intermediary role, and cognitive technologies will be the hallmark of the digital age
(Harrington, 2016). Data policy also has a positive effect on data literacy self-efficacy, but
no significant effect on the interactivity of the platform (Jiang et al., 2021).

Assessing the development of the mass media from the point of view of cognitive
technologies used in the media business, it is worth saying that some of these tech-
nologies are used in the process of collecting, selecting, and editing media content,
while the other part is used in the process of dissemination and promotion of the media
content to the mass audience, as well as in the feedback function. The technological
revolution began with mp3, jpg, and avi files, and continues with Internet broadcasting,
social networks, cloud technologies, and new digital platforms that are now used by the
media to distribute media content (Tomic, 2017). Digital platforms have become central
to the production, distribution, and monetisation of cultural content. At the same time,
the news industry was one of the first to be deeply affected by platformisation. This
is due to the fact that the advent of search engines and social media has dramatically
reduced ad revenue and allowed Internet users to directly access and share individual
news items. Increasingly, various commercial and public broadcasters distribute con-
tent through YouTube and other digital platforms. Finally, the platforms gave rise to
completely new industrial formations. For example, social media entertainment and
social games have become mainstream industries in less than a decade (Poell, 2020).

A society that is constantly connected through the Internet and mobile technol-
ogies should be well-versed in this environment. Users must also adapt to the new
dynamics imposed by mobile technologies. Therefore, scientists have developed tech-
nologies to assess the practical impact of the Internet and mobile media on the pro-
duction, distribution and consumption of the mass media and information from other
sources. Journalism is now less valued for the news it provides and more for the produc-
tion process. Many proclaim the death of radio as a traditional broadcast format, how-
ever, thanks to increased hardware mobility and bandwidth speed, podcasts and music
streaming services continue to attract listeners (Artman et al., 2020). Digital technol-
ogies have proven to be not only attractive, but some of them are even addictive. And
while screen technology can offer some cognitive benefits, there is ample evidence in
the literature on cognitive neuroscience that digital technologies are restructuring the
way we read and think, and not necessarily for the better. Research on the intensive
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use of digital devices suggests something similar to the Faustian flaw: certain cognitive
skills are acquired, while other “deep thinking” abilities are atrophied as a result of
changes in the nervous system of the brain, which may have implications for learning
and management.

At the same time, the cognitive neuroscience of aesthetics can explore the com-
plex cognitive processes and functional networks of brain regions involved in these
experiences without attaching importance to them. Thus, the cognitive neuroscientific
approach may develop in a way that is mutually complementary to approaches in the
humanities and exact sciences (Pearce et al., 2016). However, the media has a two-way
relationship with behaviour that is considered to be a factor in spreading the preventa-
tive factor.

Conclusions

Thus, the integration of cognitive technologies into the professional spheres of
mass media is capturing more and more of its branches, helping to create modern prod-
ucts and processes. In fact, cognitive technologies have become an integral part of the
new business, taking over computing, recognition, reproduction, and other tasks that
were previously done manually with a significant loss of time. At the same time, the
automation of many cognitive processes not only provides significant opportunities
for development and productivity growth but also creates new tasks and challenges for
software developers.

It is proved that the use of modern information technologies in the media gives
the opportunity to increase the loyalty of the target audience, expand the presence on
the market through new placement platforms and social networks, provide customer
support and some accompanying and supporting functions for employees, significantly
reducing the cost of operating activities of the company, automating it, and perform
many other tasks.

It is noted that although cognitive technologies are a powerful business tool, the
pace of innovation is accompanied by the risks they pose to their understanding, re-
straining, and controlling. There is also a possibility that some employees may be re-
placed by special software in the future, but today, without human control, programmes
cannot fully perform intellectual work. Marketers, financiers, journalists, etc. working
in the mass media have been using data obtained with the help of cognitive technolo-
gies for quite some time, but human intervention is still necessary for high-quality pro-
cessing and further application of this information. However, the dynamic development
of cognitive technologies in the mass media requires further research, especially in the
field of assistance to employees involved in the work of the media.
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Merta CTaTTi — BUSBUTY OCHOBHI YMHHMKY BIUIMBY KOTHITUBHUX TEXHOJOTi, iMITJIeMe@HTOBaHUX
y cdepy 3acobiB macoBoi iHdopmariii, Ta mocrmiguTu ebeKTUBHICTb iX BMKOpPUCTaHHS. B crarTi
TOCTiIKYEThCS BUKOPUCTAHHST KOTHITUBHMX TEXHOJOTIH, iMIyieMeHTOBaHUX Y 3MI, 1110 BI/IMBAIOTh
Ha BeCchb KOMIUIEKC POOOTU Mac-Me[ia. AKTyaJli3ye Iie IIMTaHHS HeOoOXiZHICTh MPOrHO3y HACTIIKIB
IJIST CYCITITbCTBA aKTMBHOTO iX BUKOPUCTaHHS. MeTOIOJOTisl JOCTIIKEHHS TTOJISITA€ Y CUCTEMHOMY
i TorivHOMY aHasi3i, a TAKOXX MeTOAax MOPiBHSHHS, CUHTE3Y, AedyKuii Ta Knacudikamii, mo mamm
3MOTY JeTaTbHO PO3IISHYTY O6’€KT AOCTIIKEHHS SIK CUCTEMY, BUSIBUTY PYIIiiiHI Cuau B Tanmysi
Mac-Mefia Ta KaTeropii pi3sHOMaHITHMX KOTHITMBHMX TEXHOJIOTii, iX K/TIOUOBMX OCOGIMBOCTEIL.
HayxoBa HOBM3Ha IOJSITa€ Y PO3KPUTTI iMIUIeMeHTallii KOTHITYMBHMX TEXHOJIOTI y Mac-Me[ia, sKi
MOKYTb (GOPMYBaTM He JIMIIE JIOSUTbHICTh CTIOKMBAva, a i BU3HAUATY BIOMOOGAHHS aymuTopil Ha
3HAYHUIT TIPOMIKOK Yacy 3aBASIKM CUCTeMi caMOHaBuUaHHS. BucHOBKM. BusHaueHo, 1o iHTerparis
KOTHITMBHUX TEXHOJIOTii y TpodeciitHi chepu mismbHOCTI Mac-Me/Tia 3aX0IUTIOE Bee Oisblire ii ramyseit,
JOTIoMaraiyy B CTBOPEeHHi CyJacHMX IMTPOAYKTIB Ta MPOIIeCiB, mepedupaiyi Ha cebe 06UnCIoBaIbHi,
po3mi3HaBa/IbHi, BiATBOPIOBAIbHI Ta iHIII 3aBHaHHS, SIKi paHille POGMIMCS BPYy4YHY 31 3HAYHOIO
BTpaTolo yacy. JJoBe[jeHo, 1[0 BUKOPUCTAHHS CydyacHUX iHbopMaliifHUX TEeXHOJIOTiN y Mac-Mefia
Ila€ 3MOTY ITiIBUIIUTY JIOSTBHICTD I[IIbOBOI ayauTOpii, PO3UIMPUTHM BJACHY IPUCYTHICTh HA PUHKY
3a [OMOMOrOK HOBMX IUIATGOPM PO3MII[EHHS Ta COL[ia/IbHUX Mepexk, 3[i/ICHIOBATU KITiEHTCHKY
MiATPUMKY Ta [esIKi CYNmpOBifHI ¥ momomikHi (yHKIil IS MpaliBHMKIB, CYTTEBO 3MEHIIMBIIN
BUTPATY Ha OTepalliifHy JissIbHICTb KOMITaHii, aBTOMATK3yBaBIIA ii, Ta BUKOHATY 6Ge3iu iHIIMX
3aBaHb. 3ayBaXeHO, 1[0 X04Ya KOTHITMBHI TEXHOJIOTii € MOTYKHUM Gi3HeCc-iHCTPyMeHTOM, OfHaK
TEeMIM iHHOBAIli/l CYIPOBOMKYIOTbCS PU3MKAMMY, SIKi BOHY CTBOPIOIOTH HA CIOCOOM iX PO3YMiHHS,
CTPUMYBAHHS Ta KOHTPOJIIO.
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The purpose of the article is to reveal the development features of the modern movement
Science-Art through the prism of metamodernism trends. Research methodology. The method
of theoretical research, analytical, historical and cultural, systematic and structural, typological
method, as well as the method of culturological and comparative analysis, are applied, which
allowed us to identify the main trends of metamodernism and study the development of modern
movement Science-Art. Scientific novelty. Based on culturological analysis, the concept of
metamodernism is considered in the context of a new artistic sensuality characteristic of modern
art trends that do not correspond to the aesthetics of postmodernism. The Science-Art movement
is studied on the example of E. Kac (Genesis, 1999, GFP Bunny, 2000, Eighth Day projects, 2001)
and M. de Menezes (The Nature? project), and special features of its development are revealed.
Conclusions. Current trends in the development of visual culture demonstrate the desire to create
irrational experiences, new contemplative or bodily experience in the process of direct immersion
in the atmosphere as an emotional state that corresponds to the concept of metamodernism. The
characteristic trends of metamodernism are the appeal of artists to unpopular materials and at
the same time — the transformation of reality into media reality. Such tendencies are especially
acute in Science-Art, which is characterised by an organic combination of traditional expressive
methods with scientific and research ones; an artistic way of presenting scientific data, and
inventions that acquire aesthetic value in the process of representation; the development in
many areas of modern science. The study revealed that Science-Art is a current cultural trend of
the active interpenetration of scientific research and artistic practices, characterised by a new
aesthetics that is directly related to the philosophy of contemporary art.

Keywords: metamodernism; Science-Art; visual culture; cultural trend; media reality

Introduction

Modern culture, the main feature of which is “the need and unconscious need to
depict anything: to present in an obvious visualised form not only people or objects but
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also the results of complex research, theoretical concepts, etc.” (Tarapata-Bilchenko,
2019, p. 220), is characterised by an intensive search for innovative styles and images
to reflect the surrounding reality in accordance with the expectations of the generation
whose aesthetic preferences were formed in the new media reality.

Science-Art as one of the areas of contemporary art, which developed considera-
bly in the first decades of the 215t century within the concept of metamodernism and
scientific conceptualism, is a synthesis of art, nature, and science. The relevance of
the article is due to the need to conceptualise the features and trends of Science-Art
development in order to expand the theoretical understanding of this peculiar cultural
practice.

Purpose of the article

The purpose of the article is to identify the development features of the modern
movement Science-Art through the prism of metamodernism trends. Based on cultur-
ological analysis, the concept of metamodernism is considered in the context of a new
artistic sensuality characteristic of modern art trends that do not correspond to the
aesthetics of postmodernism. The Science-Art movement is studied on the example of
E. Kac (projects Genesis, 1999, GFP Bunny, 2000, Eighth Day, 2001) and M. de Menezes
(project Nature?), and special features of its development are revealed.

Recent research and publications analysis. Historiographic analysis shows that the
issues of metamodernism are the subject of scientific interest for modern Ukrainian
researchers — culturologists, art studies scientists, and philosophers. In particular, var-
ious cultural and artistic practices are of great interest. For example, H. Siriak (2020) in
the article “Ukrainian art in the context of the transition from postmodern hyperreality
to the sincerity of metamodernism” analyses the principles of introducing metamod-
ernism in Ukrainian culture; Yu. Shabanova (2019) carries out a system and theoretical
analysis of the metamodern paradigm based on modern cultural and philosophical dis-
course; the features of the psychological orientation of the art of metamodernism are
revealed by S. Dienizhna and M. Sova (2020) in the scientific publication “Psychologi-
cal orientation of the art of metamodernism”, T. Humeniuk (2019) in the article “The
culture of the beginning of the third millennium: the discourse of a new worldview”
considers the reflection of the new worldview of a modern man in cultural practices
through the prism of the concept of metamodernism and others. The scientific publi-
cation of L. Tarapata-Bilchenko (2019) “Science-Art as a projection into the future of
music” is devoted to the understanding of the modern practices of musical Science-Art
as “forms of creation and existence of music, that project its future”. However, from the
point of view of modern culturology, this issue has not been properly studied.

Main research material
The determining factor in changing the status of the visual in modern culture is

the transformation of the architectonics of reality by means of visual technologies.
The emergence and development of 3D, virtual reality (VR) and augmented reality (AR)
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technologies have become a factor in the emergence of independent art forms. The
interpenetration of traditional fine arts and new digital technologies has provided new
opportunities for cultural expression.

The transformation of visual culture is associated with the beginning of a new cul-
tural era — the era of “metamodernism”.

Currently, metamodernism is the most famous concept of post-postmodernism,
the authors of which — Dutch researchers T. Vermeulen and R. van den Akker (2010) —
proposed their term to describe the new artistic sensuality in general and such works
of modern art that do not meet the aesthetics of postmodernism (p. 6). Among theo-
rists and practitioners of contemporary art, metamodernism is defined as “a complex
of achievements of art, culture, aesthetics and philosophy, formed by an alternative
response to postmodernism and characterised by uncertainty of positions regard-
ing the contrasted aspects of modernism and postmodernism” (Dienizhna & Sova,
2020, p. 56).

Researchers note that metamodernism “is designed to reflect in art the changes
that occur in modern culture, which is developing in a different direction than post-
modernism with its inherent destruction, irony, stylisation, relativism, nihilism, and
denial of general concepts” (Dienizhna & Sova, 2020, p. 56).

L. Turner (2011) defines metamodernism as “the mercurial condition between and
beyond irony and sincerity, naivety and knowingness, relativism and truth, optimism
and doubt, in pursuit of a plurality of disparate and elusive horizons”. Accordingly, the
sincerity of representatives of metamodernism is not embodied as the sincerity of the
work, which is positioned as a reflection distanced from the light of the mind in the
mode of the body, its efforts, and spiritualisation, but remains an internal intention,
while the distance with the artist’s own work is significantly reduced, since it no longer
represents the artist, but fulfils his desires in real scale and time, reflecting the current
state of his environment”.

The characteristic trends of metamodernism are the appeal of artists to recent-
ly unpopular materials (for example, clay, stones, wood and metal) and at the same
time — the transformation of reality into media reality.

Similar trends are particularly acute in the Science-Art (scientific art) movement,
which is characterised by an organic combination of traditional expressive methods
with scientific and research; an artistic way of presenting scientific data and inventions
that acquire aesthetic value in the process of presentation; the development in many
areas of modern science (for example, bio-art, etc.). The tools of scientific art are living
(for example, living organisms, bacteria, organic processes) and inanimate material (al-
gorithms, digital tools, electronic devices, etc.). Usually, the representatives of the “sci-
entific art” are scientists who have the appropriate competencies in certain disciplines
and the ability to imaginative thinking and creative statements.

Thus, Science-Art is a transdisciplinary field formed at the intersection of science
and art — a field within which conditions are created for the fruitful synthesis of discur-
sive thinking and intuitive judgement, numerous and usually successful attempts are
made to adapt the methods of natural and exact sciences to create scientifically based
art, and art methods to form new scientific theories.

One of the most famous representatives of Science-Art, in particular one of the
founders (2000) of its most impressive direction — BioArt, teetering on the edge of aes-
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thetically acceptable, is the Brazilian-American artist and professor E. Kac, known for
his trilogy: the Genesis (1999), GEP Bunny (2000) and Eighth Day (2001) projects.

The subject of the artist’s research in the Genesis is the genetic structure of organ-
isms and the ability to rewrite the text of DNA — as part of the project, he wrote down
the text from the Bible with the help of nucleotides in the genome of bacteria: “Let man
have dominion over the fish of the sea and over the fowl of the air and over everything
living that lives upon the Earth” (1:26). E. Kac translated this passage into the Morse
code, and converted it into the DNA code (the letters T, C, A, G), then introduced a new
DNA of the bacterium and created a new species of living things called “Genesis”. The
object of art was the presentation of bacteria in a test tube and the projection of videos
in the art gallery and on the Internet.

As part of the GFP Bunny project, E. Kac created the bioluminescent rabbit Alba,
which glows in ultraviolet light (the artist combined the fluorescent jellyfish protein
and a rabbit cell), and the Eighth day project, according to the author’s idea, symbolised
a new act of creation, nature changed genetically in the process of human technologi-
cal progress.

A special place among the scientist’s art projects is occupied by the Edunia project,
presented in 2003. Seeking to creatively witness the crossing of interspecific bounda-
ries, E. Kac grew a plant with its own genes: with the help of biotechnology, he added
his own DNA to the petunia, which gave the plant a clear pattern of red lines on the
flower, resembling the human circulatory system.

According to researchers, this project has become “a living (literally) manifesto of
overcoming the hierarchical structure of life” (Gajewska, 2012, pp. 106-107).

Philosopher and critic of modern aesthetics M. Bakke (2011) notes: “On a symbolic
level, this aspect of artistic realisation is of the greatest importance, because a human
antibody that evolved to be hostile to strangers becomes integrated into a foreign body.
Hence, this is not a case of competition between life forms, but complicity in material-
ity, manifested at the molecular level of life (p. 123).

The Natural History of the Enigma BioArt project, which includes Edunia, large-
scale sculpture, photographs, graphics, seeds of animals and plants, cards with a de-
scription of the project, is “an art project in which the artist’s action takes a strange and
radical form of “humanisation” of the inhuman other” (Bakke, 2011, p. 123).

One possible interpretation of the project is an attempt to provoke viewers to re-
think the boundaries between humans and plants. In this sense, Edunia is intended to
remind people that they are part of an evolving nature, and that this heritage has been
recorded in human genes. The artist decided to combine parts of his biological sys-
tem with an ornamental plant, which not only undermines the Aristotelian and Judeo-
Christian traditions of the hierarchical structure of living organisms but also contra-
dicts the stereotypical belief that hybridisation can only have negative consequences.
Edunia is not only aesthetically appealing, but more importantly, it is a living (literally)
manifesto of violation of the hierarchical structure of beings. From this point of view,
Kac’s project fits into the intellectual trend known as posthumanism, whose supporters
note the need to shift the focus from intellectual issues and attitudes that emphasise
the privileged position of a person in the world to non-anthropocentric attitudes.

An equally prominent representative of Science-Art is Marta M. de Menezes, a Por-
tuguese biologist, and artist who explores the opportunities offered by contemporary
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biology working with biology and biotechnology as new art media, seeking to incorpo-
rate biological material as a transmission of the artistic discourse.

In particular, the Nature? project demonstrates the possibilities of changing the
pattern on butterfly wings for artistic purposes. This was achieved by interfering with
the normal development of the wing, causing the development of a new pattern that
has never been seen before in nature — butterfly wings consist exclusively of normal
cells, without artificial pigments and scars, but are created by an artist. An artistic in-
tervention does not lead to genetic changes, so new patterns are not passed on to the
next generation of modified butterflies. The artist’s works are an example of art with
a lifespan similar to that of a butterfly, an example of what is both art and life ("Na-
ture’, n.d.).

Using classical elements in innovative configurations, artists create original works
of contemporary art.

Conclusions

Current trends in the development of visual culture demonstrate the desire to cre-
ate irrational experiences, and new contemplative or bodily experience in the process
of direct immersion in the atmosphere as an emotional state that corresponds to the
concept of metamodernism.

The characteristic trends of metamodernism are the appeal of artists to unpopular
materials and at the same time — the transformation of reality into media reality. Such
tendencies are especially acute in Science-Art, which is characterised by an organic
combination of traditional expressive methods with scientific and research ones; an
artistic way of presenting scientific data and inventions that acquire aesthetic value in
the process of representation; the development in many areas of modern science.

The study revealed that Science-Art is a current cultural trend of the active inter-
penetration of scientific research and artistic practices, characterised by a new aesthet-
ics that is directly related to the philosophy of contemporary art.
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MeTta cTaTTi — BMSIBUTM OCOGIMBOCTI PO3BUTKY CYYaCHOTO HAIPSIMKy «science-art»
Kpi3b MpuU3My TeHIeHIili MeTamMopAepHi3my. MeToau OOCTiIKeHHS. 3acTOCOBAHO MeETO],
TEOPETUUYHOT0 AOCTiIKeHHS, aHaJiTUUHWUI, iCTOPUKO-KYJAbTYPHUI, CUCTEMHO-CTPYKTYPHUIA,
TUIIOJIOTIYHMII MEeTOZ, a TaKOX METO[, KyJbTyPOJIOTiUHOIO Ta KOMIIApPaTMBHOIO aHali3y IO
IO3BOJIMJIO BMUSIBUTY OCHOBHI T€HJEHIIii MeTaMOIEepHi3My Ta JOCIIOUTY PO3BUTOK Cy4acHOTO
HanpsaMmy «science-art». HaykoBa HoBM3Ha. Ha OCHOBI Ky/lIbTypOJIOTiYHOTO aHasi3y pO3MISHYTO
KOHILIEII{I0 MeTaMOJEepHi3My B KOHTEKCTi HOBOI Xy[OXHbOI UyTTE€BOCTi, XapaKTePHOI AJis
CyyaCHUX HAIpsIMiB MUCTELTBA, 1[0 He BiMOBifalOTh eCTeTULli TOCTMOAEPHi3MYy. JJociakeHO
HaIpsIMOK «science-art» Ha npuknazni aispHocTi E. Kana (mpoekTtu npoekTis «Genesis», 1999 p.,
«GFP Bunny», 2000 p., «Eighth Day», 2001 p.) Ta M. e MeHesec (T1poeKT «Nature?») Ta BUSIBJIEHO
0COGIMBOCTI #10TO PO3BUTKY. BucHOBKM. CydacHi TeHAeHIIi1 PO3BUTKY Bi3yaabHOi KYIbTYypU
JIeMOHCTPYIOTh IParHeHHSl CTBOPIOBATM ipallioHalbHi NepeXVBaHHS, HOBUIi CIIOMISAANbHUIA
a6o TimecHMit TOCBif B Mpolieci 6e3mocepeIHbOTO 3aHYPEHHS B aTMocdepy sIK eMOLiiiHMIt CTaH,
10 BifMOBiZae KOHIEMIii MeTamMoAepHi3mMy. XapaKTepHUMM TeHAEHIiIMM MeTaMOJepHi3My
€ 3BepHEeHHS] MUTLIIB 10 HENIOMY/ISIPHMX MaTepiajiB Ta BOGHOYAC — [IepeTBOPEHHS PealbHOCTi Ha
MemiapeanbHicTb. [TofiOHI TeHIEHIIi1 0COBIMBO TOCTPO BiTUYBAIOThCS B HAMIPSIMKY «Science-art»,
1110 BMUPI3HSIETHCS OPraHiYHMM MOESHAHHIM TPagULiiHUX BUPaskaJlbHUX METOLIB 3 HAyKOBUMU
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i MOCTimHUIBKMMU; XyOOKHIM CIIOCOOOM perpe3eHTallii HayKOBMX MaHMX Ta BMHAXOMiB,
0 HabyBalOTh €CTeTMYHOI IiHHOCTI B TMpolieci perpe3eHTallii; PO3BUTKOM y 6GaraTbox
HampsIMKax cy4acHOi Hayku. [lociimKkeHHS BUSIBUJIO, 1O «Science-art» — akTyaJlbHa KyJbTypHa
TEeH/IEHIlis] aKTMBHOTO B3a€MOIIPOHMKHEHHSI HAYKOBUX HOCITI/IKEHb Ta XYHOKHIX MPAKTUK, 110
XapaKTepu3yeThCst HOBOIO €CTETHUKOIO, 1110 6e3mocepeIHbo MoB’s13aHa 3 dinocodieio akTyaTbHOTO
MICTeITBa.

Kntouosi ciosa: metamoniepHi3M; «science-art»; BisyaabHa Ky/IbTypa; KyJbTypHA TEeHIEHITis;
MeJapeanbHiCTh

E::i Q This is an open access journal, and all published articles are licensed under a Creative Commons Attribution 4.0.
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